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PREFACE. 


T his little pnmcr is inlendcd as a lest book for 
candidates who may be preparing for one of 
tlie ^•arIOUS pajier ^\ork examinations in rudiinentar> 
musical knowledge, or who may be desirous of being 
able to answer 0uently the viva xoce questions put bj 
the examiners in practical subjects such as pianoforte 
and violm pUjmg, ringing, etc The author has, 
therefore, deemed it advisable — for purposes of 
reference — to dc\ otc a separate chapter to the com 
plate consideration of each special branch of infer 
malion such as pitch names and places, sharps and 
flats, rests, time-duration scales, etc , etc , instead 
of grading and combming these di/Tertnl subjects 
into so many progressue lessons In dealing with 
very young pupils, a skilful teacher will know quite 
easily ho-v much of any particular chapter can be 
omitted at first, and be aflemard* studied as the 
ne#xi for this additional knowledge makes itself felt 



THE RUDMEOTS 

OF 

MUSICAL KNOWLEDGE. 

CILMTER I 
TIIL rtTLU OF SOUNDS 

TitE ST\Fr, Cllfs. PiTar\*\uns Places, 
Tnr Reflectut Svsxm or Ll.\rstno 
Notxtiov 

1 Music VL Sound-, differ cmiJy jn their effect on 
die car b> bem" vhit is ciUe«l hi^h or Ioa The 
difference of height o- dq>ih is called pikh 

2 To dblinguLh bcfiNcen sountK of different 
pitch, the first «cscn letters of the alphabet, A, B, 
C, D, r, r, G, ire U'C'l f )r naming ihc^ 

^ Thtse *esen letter* arc nude sufficient, by l>e 
ing repeated o>Tr and mtr nrnn in alpliabeti-al 
order, because the eighth «ound (or ocLty sa u i-. 
called) if heard toj^cther nilh the blends <o 
perfectlj wth It as to lie rect^niicd by Uie car as 
the »ame <ourd differing only in puce 



CHAP t — MTCn OF SOUNDS 


4 The varying pitch of sounds is represented to 
the e>e by giving their alphabetical names to the 
hues and spaces oi the Great Staff 

5 The Great Staff is a series of elev en lines draivn 
across a page of the muzoc book, from left to right, 
like the steps of a hdder (see Tig i) The lo\iest, 
or first step, represents the sound lowest in pitch, 
and the higher the st^ go the higher wiU be the 
pitch Here is a picture of the Great Staff showing 
the alphabetical names of all its lines and spaces — 


Tig 1 

Tra “Gbeat Statp” 


Notice the thick ‘‘Middle C” Ime which corre^posds with 
the C la the middle of the Keyboard 


lllhlmt, F 
lOlhlioe D 
tih lias, B 
«ih tins G ' 



4th Ims, F ' 
3rd hns tl • 
3nd line B 
1st line, G 


L tthh spsee 
^ Bih space 

T tih spee 
n 6ih space 

T? eth space 
1 3rd space 
C Sad space 
A Isl space 


Notice also, that unless otherwise specified, staff lines and 
staff spaces arc aln'ays counted from tie bottom, upvards 


6 In miting music, the Great Staff is not used 
in its complete fonn as in Fig i, because, ist, such 
a large number of lines would male the music con- 
fusing to the eje, and and, because five Imes and 
four spaces (with occasional leger lines) are suffi- 



CHAP I PTTCn or ‘!OUVDS 
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c*^nt to represent all the ‘«uncls Ijmg within the 
range of a <ingle voice or which can be con\ eniently 
pLijed upon the pumofortewith one hand 
7 In Pianoforte Music the Great Staff is di idtd 
in the foUowang manner — the / e upper lines form 
a ceparate stalTior the n^t liand or treble part the 
viiddlc line C li omitted (a «hort or leger line being 
provided for the writing of this sound) and thc^ c 
louer lines form a separate staff for the left hand or 
bass part The two sta\ cs are connected by a brace 
Or bracket at the left hand side but the space be- 
tween the A and C hne^ where the middle C line 
has bwn omitted is increased, m order to still fur 
thci assist the e>c See Tig 2 — 

Fis j 

Ti'ni.i Staiv 
(fUgbibiiKt) 


Hass SiAfr 

(Lcl lutul) 

8 When any portion of the Great Staff i» 'elected 
or separated from the rest as m Fig 2 it becomes 
necessary to show by some sign which particular 
set of five lines is bemg used by the WTitcr of tJie 
music 

9 In order to distinguish between the two five 
lined staves of Fig 2 or any other selection of five 
lines ti.ken m numerical order from the Great Staff 




4 CHA? i — yrrcK o? soukds 

a line-name or clef is wntten on each staff to se- 
lected There are three clefs ui use and these signs 
are corruptions or modifications of the letters F, G, 
and C 

10 The hne-name F is placed upon the fourth 
line ol the Bass Staff (so called because it contains 
the lower sounds, those at the base of the ladder ) , 
this IS also the 4lh line of the Great Staff shorni in 
Fig 1 

11 The Ime-name G is plactd upon the second 
hne of the Treble Staf, which is the 8th line of the 
Great Staff «hown in Fig i 

12 The hne-nome C is placed on the middle or 
6th line of the Great Staff, whenever that line hap- 
pens to be one of fi\ c selected from the middle of the 
Great Staff Sec Fig 3 — 



The figures at the left of the (no Cdefs show the numb « of 
tic lines selected from jie Great bUff— Fig i 


13 Fig 4 shows all the possible fhe-lined sta\es 
which can be 'elected or 'eparated from the Great 
Staff of eleven lines The most important (because 
most commonlj used) of these C\e-Iincd states are 
the Treble, Alto, Tenor, and Bass — 



CHAP 1 — PITCH OF SOUVDS 


Tig 4 

Women sand Coys’ \oiees. 


SopriDO Trtbl 


14 We shall see bter that rofes are differentlj 
shaped characters used to represent the /ox^/A cr 
duration of sound Any notes ^'ntlen on the lines 
and spaces of the great Pianolortc Stafi of ten lines 
(see Fig s) receive the following pitch names 
Compare Fig 5 with Fig i: — 


15. Only ele\cn notes of different pilch can be 
written on or about a fi%e lined ^taff fi\e on the 
lines, four in the spaces («cc Fig 5), one below the 
first line, and one aboAC the fifth line (see Fig 6). 





CnAP I PITCH OF SOt-KDS 


The note written on the le^r Jine bctKccn the Treble ard 
Bass staves is alwaj^ called irom its position ‘ Middle C " 

The note written in the «econd space of the Bas* staff— 
counting upwards — is oiled Tenor C,” hecjiii«c it is the 
loncst sound pro»luablc on Tenor \Kilm or \1ola. 

The note wntten in the second space of the Treble staff — 
counting rfotrtfwjrrfj— IS tolled "Treble C.’^ 

36 ^Yhen a sound is too high, or too lotv to be 
nnttCQ on the staQ, short additional lines arc u«ed 
ab<A e and below the slafl called Legrr or Leger lutes 
(Leger, light) Notes may be nntten on these 
leger lines, or m the «paccs between them, as m 7 jg 7 


The«c1eger lines are merely lincscut short a i le<louUidethe 
staff U hen mn> leger lines arc u«ed abov e the Treble staff, 
ll the first two be disregarded eir deducted from the rest, 
those above will rcail exactly as th** Treble staff lUelf two 
oclav es higher in pitch 



CnAP. I. — riTOI OF SOUNOS. 


Smilhtly il ihc fmi two lifjou lh“ su*! be deducted, 
Ihow below mil reada-t l^c Da^sMoiT itvli two octaves tower. 

Somelit-« in order to a\oi<l t! t u.ie of mstiv b-icer tine% tlw 
sisn Sm- Is wnilcn oxer a pasKiisx ol nolvs, to diow ih-H they 
must 1>C read, s me, or |ila\Td, as if ih > I ad been xx nttca an 
octaxealnxe Ihc xxonl/ocouscdaficr sij^nifics that the 
notes are to be read, etc, in ibcir oni^xnal pii<b a> wniien. 
£nr pltcttl befoxv a {ussafc, signifies that it b to bcjda>cd an 
octave lower than vtnttcn fhe figure 8 ylstcil umlcr notis, 
inbcalrs that the oetaxo below art to lie i>la)Til miii ih-tn. 


17. Hy the liclp of tihat ts callKl the Rr'lectm 
Sytfnty the names of all the lines and •■paces in the 
two staNes used for Punofortc Mu<ic, can be o>m- 
miitctl to mcmor> by student; the notation of ihc 
Scale of C as pUjed on the puno by the two hands 
in "conlnrj* motion”: 


::Lg' 21 

1 ^ ^ al VI rrtiiT 

I- *^r.f= - -J 


MU-t « i! A «. » f 1> 1,.Mr II 


f I !• I.M 


If a minorcouM l>c phccti l>ctt\ecnthctvTo«t.aves 
of Tift. S, the notes on the Treble Staff w-oald be 
reflected on its «urfacr — sons to present the '•tact 
appeannee of thiy-e pnmed on the Hass Staff Thu 
reflected av]i«t of Tw 8 mas l>e compared xciUi the 
faniibar up'^xleHlcrm rcSection cn the sttrface of 



8 
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the water of trees grow ujg on the bank of a nver or 
lake 

i8 The first thing to observe in this reflection is 
the interesting fact that C on the upper staff is 
reflected in exact upside position on the lower staff, 
so — 


ri£ 9 


HghC 



UiddltC TcMrC S 
fiu*C 


Thus onthei^perstalT Middle C is on the le»t line hetMr, 
OQ ihelowerstaQ iturefiected onlhelceerltoeoMK 
Tre !e C IS in the seeood space of lie upper «teff counting 
dmrmvordf, it w reflected by Tenoi C i» the ■=econd «pace ^ 
the lower staff, counting upamds 
High C on the second leger line ohett the upper '^taS is 
reSeclni by Pass C on the *eeond Icgcr line ftt/sw the lower 
staff Bass C is so called because it la the kwe«t «cund pro- 
dunble on the V'iolancello or ' Bass vioL 


ig A further ecmunation of Tig 8 tnll show that 
m contrary motion up or down, B placed cn one 
staff, will reflect D on the other staff Similarly A 
Witt reflect E, and GwUI reflect r As soon as these 
simple facts are grasped, nothing further has to be 
learned concerning the name of any note written on 
the two staves used for Pianoforte Music 



B A c r ''y~~ 

50 It can be remembered abo qmie easily that 
during the contrary motion of the ^les, vrhilst the 
left hand pU>i> descending notes ^\hlch spell the 
^ord BAG, the hand pla)-! ascending notes 
t^hlch «pell the %\-ord FI D, backvetd Smnbrly, 
tvhiLt the l(Jl liand p!ap tPD going d^rsn, the 
Tight hand pbjs BAG bu<kucrd gouig uf. 


lO CflAP V — f^LTCKCD TITCH OF ‘'OtNDS. 


CHAPTER n 

HOV^ TO RMSE AND LO^V^R THE PITCH 
OF SOUNDS 

Signs of Inflection — SnABT, Flat, Natdral, 
Semitovts, \ccroENTAis 

ai A sAar/i written before a note raises its 
pitch by a semitone 

A semitone is the smsUcst I’ttcrval or diifereDce in p tch 
bctiveen two musical sounds It bn between any tno adja 
ecnlkcys oi the punoSerteVe) board 

23 A yfflt (t») wnllen before a note /ouers its 
pitch bj a semitone 

3$ A natural (^) restores a pre\nously sharpened 
or ^ttened note to its original or normal pitch — 


F.g 1. 



Thus in Fig XI (a) tbenote C$ isIj Tercd a semitone to Its 
{otmer pitch by the use o( the BaturaU^l At (5) the oppos to 
process is seen (or the cote Dh » raised ft semitone to its former 
pitch by the use of the same (!)) Thus, the sign (!;) 
sharpens a previously fiatiened note just as it flattens a 
prcMously sharpened note 

24 A doulle sharp (x) wnltca before a note 
raises its pitch by a ^ hole tone (= ttvo semitones). 
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A whole tone lies bctwcvn any two alternate keys of the 
pianoforte keyboard 

25 A douhh flat (hi') wntten before a note loiters 
Its pitch bj a whole tone 

26 lo lower a double sharp a 'emitone, write a 
single r, thus — 

27 To raise a double flat a semitone, wnte a 
single h, thus — 



28 Eleven of the twelve pianoforte keys in every 
octave are capable of beanng three different letter 
names Tlie remaining one (the middle key in every 
group of three black one>) can be called by only two 
names (Gr and Ah) 


FiS li 

cil ug r# eg Ag 

Ch A> 

WX S’>V EX Cjlj 


C 1 D I E 


c 

A 1 » 

ng cx nx 


rX 

CX j AX 

n l> 1 t!>b I 

rj!' 


1 J» 1 c'> 



12 CHAP II — ALTERED PITCH OF SOUNDS 

29 Sometimes the name of the same pianoforte 
key IS changed upon paper, Fshilst the pitch of the 
note remains exactly the same This is called an 
enharmonic change 

Equal Temperament is the name given to tliat system of 
tuning which provides only one sound for each piano^Ley 
to do duty for the various alphabettcai names assigned to it 
in Fig la^but which— ju^ed by true inljea/wn— is slightly 
different m pitch from any one of the group 0! sounds there 
named 

30 A b, X, bb, or t, vhich does not belong to 
the scale or key indicated by the kej signature (see 


Tig It 







CHAP. II — ALTERED PITCH OF SOUITDS. IJ 

§74 for an esplanation of tbis term) is called an 
accidental. It occurs in the music accidentallv as 
it were. 

31. The e^ecl oj an accidental continues upon the 
staff throughout the bar* or measure in ^\hich it 
occurs, unless it is contradicted by another 
accidental. 

32 The names of the notes are not the «5ame in all 
languages. Fig. 13 shovi's the names used by the 
English-Speaking nations as well as by the Italian, 
French and German nations. 

*ror as cxTiIuuUoa of Uie Urb "bar" or "measure' see 

§t4l. 
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chapter hi. 

LENGTH OR DURATION OF SOUND. 
SiiATES or Notes, Dots, Tie or Bun?, Sitnt, P\use 

OR HoiB, Staccato, IrrfguiarXote Geocps. 

3j. The time, durauon or length of a musical 
sound is indicated by the shape oj the note which 
represents the sound ujKm the staff. 

34 There are seten Und> of differently shaped 
notes: — 

ng 14. 







CIIAP III PORATIOV OF SOirVD 


<5 


35 The stems of notcb on, or belo-^% the middle 
line, axe turned upwards to the right of the head, 
when only a succession of single notes js written on a 
staff — 


Tig 


IS 


and the steins of notes abo\e the middle I »e are 
turned downnards to the left of the head — 

Hg i6 

ft u a matlirr of no consequence to liie actuaf tune value 
wbeibet the tails oi the vanous notes art tumed up or dotvn 

36 Quavers, semiquaters, or demisemiquavets, 
are often written in groups When tbia is so, it is 
usual m the case of instrumental mucic to join theic 
hools — 


Tig 17 



Quvers. FeBujiu-eis Dcizucmiauav-crs. 


In vocal niuiic hooL< ere joined when more then one qua 
\cr etc IS sung to a aingte sjIlaUe 

37 The relative lime values of the variously 
shaped notes are shown in Rg iS — 



CHAP III — DURATIOV OF SOUND 


x6 


t Semibreve 
2 \Ca ms 
4 Crotckeu 
8 Quavers 


Fig iS 



r 

r * r 


3$ A note can be lengthened or rootmued be} ond 
Its tionxud and relatue period ol duration in tvn) 
trays — 

(t) By placing a dot (or dots) after the note 
(s) By binding or t) ing the note to another of the 
'esne^tciv 

39 A dot pbced after a note increases its length 
or duration one half, thus — 


40 A second dot adds half the length of the 0 rst 
dot, and so on -with any number of dots, thus — 


aur iir. — poratiov of soviw. tj 

41. The curved line * ^hown in §§39 and 40 is 
named a Tie or Bind. It i» used to connect two cr 
more notes ol the same pticli, and indicates iliat 
onI> the first note of tho'e so tied or bound J> to 
be sounded, while the others arc to be held on (or 
their respective time valuts. 

42. There is anoiliet tutved Knc which rEscmbles 
a tic or bind in appearance, but which lias a dj/Tcrent 
use in music. It is called a slur 

43. The slur, when placed over or under several 
notes, signifies that thej' arc to be plajed m the 
"legato stile, t e., smoothly and connectedly: — 


Fur 19 



44. UTicn Uic slur t. placed over or under two 
notes on difi’crcnl degrees of the ‘calc, a stress should 
be placed on the first, and the second should be 
pL-ii*ed lightly; — 


Hr jcl 



43. The slur is u-^cd in vocal music when more 
than one note has to be sung to one liable: — 


•prasonc«d 



csA,r 


— BURATIOV OF SOUOTJ 


tS 


1 


(u) Me'n>cissnn*( Pau!) 



b«a B>a dreo 


In the abo> e exainp^t^ notice at (a) a simullaneoua use of the 
I e and shn 

46 Tlie siur is frequmtly emplojed to indicate 
ho^ an extended melodic passage is to be phrased — » 


Hg »» 



47 A note or rest may be prolonged jndefinitclv, 
* f , to a period of duration entirely according to the 
will and taste of the performer, b^ means ol a sign 
knot\ 7 j as a pause or hold, written abo^ e or under 
the note or rest, as in Fig 23 — 


Tig 13 



A note or test rrhich la intended to be prolonged to a sonxe- 
^hat unusual length is marLed /ongs f>a isa Ihe letters 
G J iGran Pausa) or "General Pause” are used sometimes 
to signify a pause cr rest for all the peifonners ma chorus 
or orchestra 

48 The Sorter notes (such as the crochet, quiver. 
Semiquaver, etc ) often have their penod of sound- 


CrLVP III — Dl/RATION OF SOL.VD ip 

duration dccreaed by means of staccato laarls \ 
note, or passage of notes, may be indicated for three 
\aricties of staccato performance by placing abo\ e 
or beloiv the notes (a) small dots combined Mith 
slurs, (i) dots only, (^) dashes only 


tig 24 



ns n cxernplmcs the three taneitw of staccato phra 
(a) mrzzt (or «lurT«l) i/arrato in nhich the sound duration 
5f each note la tlecrai'«l bj a ouaricr of its length bt ujcaas 
of the dot combined tnth the dur 

f6) sljeeatn in t\hich the <oun<l^luratior) of each note is 
decreased b\ half lU lencih by mean* of the ilot 

(e) itMiilisstma in irhich the sound*duration of each note 
is decreased b> three-quarters «f its length bv mtuas of the 
da<h 

But the time talae taken rom an\ note by a arc (o mark 
must be made up b) tiletus before tin. next note u beard 

49 In a Staccato jiassage of considerable length, 
semfrre (altt’ays) slaccdo is wniicn — 

IS 

Di' tuoTir (Eroica 



50 Sometimes notes are irregularly grouped 
Occasionally three notes of equal value are tvritten to 
be performed in the tunc of ix\o of the same hind, a 
figure 2, being placed o\ er or under the group ■which 
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CHAPTER IV. 

RESTS 

54. A Resl is a cliaracleri\liich indicates a tempo- 
rary silence or cessation of sound. 

55 The time or duration of a whole rest or a half 
rest is indicated by the postUon of the rest \<iih 
respect to a line of the staiF. The ume-> alue of the 
quarter, eighth, sixteenth, and thirty-second re»ls, is 
determined by ther/ia^cof thereat Scefig 27: — 


rig a? 



ji. A qmdrupUt is a group of 4 notes plajwj in 
the time of 3 of the same kind; a quinhlet is a group 
of fnc notes phjed in Uic time of four of the same 
kind Fig 26 (c). 

52* A stxlupkt or sextoUt is a group of 6 notes 
formed either by the subdisision of a triplet or by 
combining t«o triplets into one group. Both forms 
are pUjed in the time of 4 onlLnajj’ notes of the 
same kind as tho:< of the e-minplc itself. Fig. 
26 <d). 

53 A seplo^rt or srptUnetc is a group of 7 notes 
ph\Td in the tiirc of 6 or S of the sarre kind. Hg. 
26 ( 0 . See also Chapter IX, 171, x?-, 173. 


CHAP 1\ — RESTS 
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CHAPTER IV 

Ta:srrs 

54 A isa cliaraclertvhich indjcatesa terapo- 
rary silence or cessation of sound 

55 The time or duration of a uholc rest or a half 
rest IS indicated by the postUon of the rest with 
respect to a line of the staff The tune-value of the 
quarter, eighth, sixteenth, and thirty second rests, is 
determined by the of the rest See fig 27 — 


J 

} 

s 

J' 


Fis 


I.eng^•l nat« 
or firrf« 

zt= 

Rnt pUf«<J pcrponil euUtIv be> 
tirtm t«o liDOs o( Che ruff 

U-liolc or 

Htx* 

— 


IlalCor 
h! mn. 

— 

Rot ••rr^'oleqaliDeor Che stall 
<* invun/ml 

Q lartor or 
CrolchtI 

r 

OnH o{ nst turns to the mH as 
does Che <nit,al letter G of ibe 
•ord CrotcLet 

C^htb or 

■n 

n*a4 of rest turns Co the „/* as 
dtOifaeiottixl aFTinl litter () of 
the «ord "tiuaver ' 

'^meemh^r 


Pert has a head. Lke the 

double book ul the note 

Tliiflr^ifOnnd 

or firm 

tmu^nertT 


Krst base 1 fe Ind Uke Che tnple 
book ol Che note 


56 A rest IS definitely prolonged by ^vrituig oue 
or more dots after it — as with notes But it is 
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it 

mote u'ual to ^dd otiiw tests to make up the length 
cf silence required 

57 A rest as n ell as a note may be indefini ely 
prolonged b} mearu» of a pause or hold 

58 A 'emibreve or whole rest IS u»ed to indicate 
•silence for a whole measure in anj kind of tune 

59 To express a rest of longer durahon than one 
measure it was formerij the custom to emploj thick 
Imes drawn perpendicularl) through the spaces 
between the lines of the staff Thus a line drawn 
through one space implied a rest of two measures 
duration one drawn through two spaces meant a 
re«t of four measures through three spaces ‘ix 
measures The modem custom is to draw a thick 
horuonul line in the midst of the stwff and ic write 
abo%e it the number of the measures to be counted 
m silence Fig 2S «hows bow to express a re»t of 
9 measures duration in three different wa >-5 anj 
abo the simple abbreMalion of the s» me — 

rig aS 


(I (3) 



60 Notes and rests are \eiy often grouped to- 
other — 


Fg 20 
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CHAPTER V 

MAJOR SCALES \ND THEIR SIGWTURES 

61 A Scale (Latia, scah, a staircase or ladder) 
is a progression of sounds ascending or descending 
bj steps or degrees in alphabetical order from anj 
note to Its octave — according to a fixed arrange- 
ment of tone^ and 'cmitones 

62 A Key is the term appbed to tie notes of any 
scale considered coUectivel ) , te , arranged in any 
order of melody or hannonj vihicb the composer 
pleases 

63 There are thee kitds of scales, Major, ilinor, 

and Chromatic Mino r Scales are some- 

pmes called Diatonic , because thej botE ^oceed 
1 ^' tones and senutones The Chromatic scale pro- 
ceeds b> semitones onlv — 

64 In a D 3 QlSmc~Z cz\e there are eight degrC-C s. 
including the Sve of the fitn note, -nd no other t^o 
degrees hav e the same letter name In a ChrovaU c 
Sg]? there are twelve degrees, but the same letter 
name (altered b> a ?, or 5 ), is frequently giv en to 
two successive degrees 

65 The following tcchmcal names are given to the 
degrees of all Diatonic Scales — ^The ist, Key-ncle 
or Tome; the end is called the Super to? ic, the 3rd 
the Mcdtai t, the 4th the Sub-^orrinaut, the 5th the 
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Fig ga 


Loirca TeTiucbobs Uppes Tetrachobd 



1 2 3 4 bme 5 6 7 S 


6g On ex am ining scale it tiiII be found to 
consist of t^o parts (or halves) divided by a ■nhole 
tone between the 4th and sth degrees The arrange- 
ment of tones and semitones of the first half is copied 
exactly in the second half Each of these halves is 
called a Telrackord (lit four notes ) 

70 If the upper tetrachord m the natural scale of 
C (see Fig 30) be taken to form the lo-ncntetra 
chord of a new scale we liave only to add at its 
upper end — at the distance of a tone — another 
tetrachord (two tones and a semitone) and the new 
scale IS complete — 


Fig 31 

Dppw Tc rachofd I om N«w Tttrtchord to eomple e 
Sc. le of C bt^e of O 



The sharp before the F (71I1 «Iegr«) u necessary in order to 
make the sem lone come bettreen t! e 7tb and Slh degrees of 
the new scale. 

71 M\e have only to continue the process of 
takmg the upper tetrachord of one scale to form the 
low er tetrachord of the next until w e reach at length 
the acale of in which everj note h..s a sharp 
written before it 
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72 Bj reversing the process te takuig the 
loAvcr tetmehord of the natural scale of C to form the 
higher tctrachord of a nevv scale, «c obtain the 
follow ing result — 


n,. 3* 


Ixjwrt T*ir» t nrt ( cm TrttccS m t Ic n mjilt t 
Kcl* ol C N'e « cJ F 



'nicilUl’tf"retheUhri«rvv»Tv lol wtr ll itrifRrrehsl' a 
tone ro that the trtrarionlsshouU licdi tcdbvatonr ard 
to mstc tl « MTti lone crone Iwiwrtn the jnl sp 1 4tt 0 ftfci 
o' the fiCK scale of f 
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Tig 33 shov.'s the ^hole of the Major scales T^ith 
swrps, beginning \\ith the natural scale of C - 




D Two 




1 Fo«t '•fjirjn 




[6 ,, fi. 3^ I* « \6'=''^<^J 

76 On looking 11 the ignaturcs of major kcj* 
niih cliarps, u i ill l>e noticed tb^i the ke> no’c is 
alra\’s one <eraUQ"c above tl“ Usl added *h.\tp 
oinch is the lead ng note the scalt. 

77 When ruing «harj>sig ^'ture^ irith the Tenor 
Clcl, pul U c t^t and 3rd ‘harps tw-o octa\*cs lon-cT 
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than Uie pbccs thc> occtipj «hen ujcd with the 
Treble Clef, «o — 

75 Fig 34 Uic whole oI the Major scales 

with flats, beginning with the nftural Scale of C — 


V»g J4 
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alwaj’s the fourth note belov* the last added flat, 
which IS the suhdommant of the scale 
So On the pianofo-te C# and Vi> ha\e the same 
pitch, therefore the scales ha\init these notes for 
their tome or kej note wiU sound exactly the same 
uhen played — 



«j — 

The key ot Cj wh cb has lewer flats uj its signatuie than 
Cil hss snarps u frequently Usm) In the place of B (5 
charps) ts also frcqucotl) used instead of Cl> (7 flats) anu 
«omeumes it ts more coni'cn ent to tise Ftt for G> or Gb for 
Fit Sudi changes a.e calkd Enhamomr 

St The complete c)cle of scales tnll be twehe, 
whether we take six «harp kei-s one natural key and 
fit-e Cat kej » or li\ e 'harp keji,, one natural key and 
SIX fiat ke>-s — 

Tiw i6 

OkCLE or Scales. 



The conslnicticn of Key 
S 'Tiaturcs can be rtriem 
beteJ ver> ea$il\ by means 
of the Ttftdi't tyiten cx 
plau>«l later on p Chapter 
kTI 


33 


CllAP Vt — UIKOR aC*VLES 


CHAPTER VI 

MINOR SCALES AND TIIUR KE\ SIGN*\TURi:S 
82 The Minor ScaJe is used in tu-o forms, the 
Harmonic, and the Melodic (or Arbitrary) 

S3 In the tlarmoiuc lonn, the «:cttvUQnes occur 
between the jnd and 3rd, the sth and 6th and the 
7th and Sth degrees, both ascending and descending 
An augmented and occurs between the 6lh and 
7th degrees, tins is an mtencil or distance of three 
•cnutoncs, and is accordingly one semitone wider 
than a whole lone — 




Aus Sail Ant '’nd 



In nnting the ITarmooic form cf anj imnor *ailc, taJee care 
lEatthe 7th decree (o-lcBtlinR wile) u at vai-svndicalnl \i\ an 
eccicicntal Mibou;;h ilscU s chromatic rote, because it b 
not indudil in the minor Icynsnauire the accidcnially 
raised Itaoing note docs mtnaletfce^cate chromatic l*icau_c 
no tnti tcaIodt?rccs bear the same Idler name Thejrd and 
6tli dcRTCcs of ihe Uirmopic Miior Sede axe l>nth a 'i-nivtone 
lower than the 3fd and 0th dcRrew t»( ihc maj r ‘calc wl iri 
begirs ''n llic same Ionic. 

S4 To a\ Old the augmented intcrv al betw ecn the 
6lh ard 7lh degrees of the Harmonic Jlinor Scale 
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the llclod c or "arbitrary” minor *^6 has the 6th 
degree raised in ascending, and the 7th and 6th both 
lowered in descending 

r«g 38 

I. jipit inTkth'tfd 
(>( A iiu>)ar 



85 In the Melodic form the semitones occur be- 
t\ieen the and and ^fd, and the 7 th and Sth ascending 
and between the 6ih and 5th, and the 3rd and rad 
descending 

In «nUng the M<}o<Lc form 01 any roiaor scale fate care 
that the eth and 7th d'^^recsascendiog are aJnays indicated by 
BcaJeatali tcadcntals are not icqiured for the descending 
foim unless to contradict the jiti-Mous ^haTpcning of these 
degro'-s ta the ascending (oob. Notice that th-* upper tetra 
chord of the melodic form of a mtnor <cale is exanU the same 
fls the upper tetnehoed o( the major scale x<hich begins cs the 
same tonic The 3rd degree of a minor scale, (the medunt) is 
filmijs one setnilone loner than the mediant of the major s^e 
hegiaiuns 01 the same tonic 

86 A minor scale which begins on the same kej 
note as an> gwen major scale, is called the feme 
minor of the latter 

The agnatue of the tonic minor has three sLirpa less 

or three iLta more than the signatun. of its tome major <^mle 

87 A minor scale whidi has the same signature 
as the major scale which b^ins on its 3rd degree or 
mediant, is called the relattte minor of the latter 

A relau\e minor «ca!e begins on the 3rd note of thed'*sc^d 
mg fom of Its rciain c major scale, « e , upon the 6ih d^ree, or 
submcdiant of the latter 
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ilison ScAifs wiin Shakps 


e minor to C major, 


“ E major 
“ B major, 


S8 On looking at the signatures of minor ke>-s 
with •sharps, it Mill be policed that the Le> note is 
alwaj-s a vhole tone below the last sharp (which is 
the super tome of the scale) 

Iig 40 

Mc>ob Scales wnn Flats. 


D nanof Is rclau\ e minor to F nujor, 


C minor 


major, 
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C nunor is relative minor to major 
F minor ‘ “ major 

Bl> minor ** major 

mmor “ “ Cl* major 

Ab minor " “ Cb major 






89 On IcxiKiog at the signatures of minor Le>’s 
■with flats, It will be noticed that the kc> note is 
always the third note above the last flat ^ihich is 
the sub mediant ot the scale) 

90 Hints for fladuig theke> signature of a given 
melodj — 

(0 Ascertain by the kind of accidentak used, 
w hetber the melody belongs to a scale with “harps ot 
flats 

(n) See how many times the same note or notes 
on the staff is, or are, affected b> the same kind of 
accidental, and by this means separate the sharps or 
flats belonging to the signature, from merely chro- 
matic accidentals 

(ill) Try and discov cr the key note from the gen 
era] mental cfTect produced by the melody , and, in 
doing this, determine whether the key be major or 
minor 
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IJNOR St-ALKS 


)i Hints tur finding whether a i iccc is v.-nlltn 
m a minor key — 

(i) The leading note of c\cr> minor scale being 
alvraj's indicated bj an accidental t e knmi that a 
piece cannot be in a major key il its 5th degree is 
constantly being raued {«) Such a note cannot 
be the dominant of any tej (in) It can on’j be 
the leading note and the key note 15 therefore one 
«€ini tone above this acadcntally raised note 
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CHAPTER VH 

THE KOTVTIOX OF TIIL CHrOMVTIC SC\LE 

02 The Chromatic Scale proccecU b> Scmjlottes 
only 

Q3 TJiere are t^'o kinds of semitones, Uie Dia 
tonic and the Chromatic 

94 The t^o notes which form a Dirionic semitone 
ha\e different letter names, as CDi» FsO LF.BC 
Such a scntitone can occur between two degrees of 
a Diatonic or a Chromatic Scale 

95 The two notes which form a Cfiromahc soni 
Icne Ime the ame letter name, but one (or both) 
of the notes has an accidental as DpT)^ FI-;? 
Sucli a 'cmilonc can onij occur in a Cliromatic 
Scale 

96 There are t to wa>-s cf writing the Chromatic 
Scale — the Harmonic wa , and tlie Melodic waj 
The difference between the twa> wa\*s is merch one 
of notation in Uic ascending form The descending 
fom\ IS common to both vnys 

97 Tlie Harmonic waj of writing the Chromatic 
•^le is tbe Mmc m it< ascending and descending 
forms Tlie Melodic waj onl^ differs from it m its 
cscendinz form 
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9S In the Harmonic form of the Chromatic Scale 
the Tonic and Dominant of the key are the only 
degiKs used m then diatomc state without altera- 
tion See Fig 41, 1, 8 “Hie other five degrees ( 11 , 
III, IV, VI, VII) of the Tonic Major Scale are used 
in their diatomc state and with chromatic altera 
tion as well See Fig 41, 3, 5, 6, 10, and 12 Four 
of these Diatonic degrees (II, HI, VI, and VII), 
are lowered a chromatic ^semitone (see Fig 41, 2, 4, 
9, ir) and the remauung one (IV) is raised a chro- 
matic semitone Sec Fig 41, 7 — 



lie 4S47SS10tl!3 


99 The descending form of the Harmonic Chro 
matic Scale, although the same in notation, wiU not 
require as many accidentals as m the ascending 
form — 



100 The ascending form of the Melodic Chro- 
matic Scale ii obtamed by the insertion of only five 
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accidentals The mediant and leading note {the 
degrees affected by the last two sharps in the «ig 
nature) arc unaltered The remaining fi\e degrees 
of the Diatonic Major Scale are aho used, but are 
aIteI^vard5 raised a chromatic semitone by the m- 
■yirtioa of a ^ or X (or a tj in keys with flats) — 


Hg 43 



101 E^mmaUOQ Candidates arc sometimes 
asked to write the Chromatic Scale m cither or both 
of Its forms, using a wmar key-’Siinclure Under 
such a condition, the order of accideniak will neces- 
sarily be different from that already shown in 
Figures 41, 42 and 43 — 

HS 44 


U1 ll«rmon\e 



(2) rJS 4/ 



fra.*Jfertn art martai^ 


102 From the harmonic notation of the cliro- 
malic scale beginning on C and play etl m contrary 
motion, much may be learned and remembered con- 
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cerning the number of sharps and flats required for 
the formation of major ke^ signatures 

Tig 45 

7 ^7 7 7 7 

0 r+2 sTT rr* 6*T^ 4 + » ^ + 5 O 





7 7 7 7 7 7 


This diagram (Fig 45) may be cead as follon-s — 
The fact that C has no kcj -signature at all is 
represented by a o 

Db— the next upverd note in Uie chromatic 
•ical? — has 5 ficli in lis sigaatvfe 
BSj — the next damverj note m the chromatic 
scale — has 5 sharps m its Aignaturc 
Di; has a slurps 
Bh has a fiats 

And «o on all through the diagram, e\crj degree 
of the hamionic-chromalic <cale refiecls anotlicf role 
xrhich has a «imibr quantit> of either flats or sliarps 
m its l^-«ign3ture 

103 Next, U *houId be ob^rv etl tlut in lioth the 
ascending and dc<ccnding fonns of the cliromaiic 
«cale, ev'crj chromauc semitone ^ — such as 1)1*1 ):, 
Eh L:, etc, — represents the ke> notes of ii v 
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«caJes one vnth shnrp‘s the other with flats If the 
number of sharps and flats belonging re*pecti\ cl> 
to these t^o key-signatures be added together the 
total win be alwaj’S 7 which number is never c\ 
ceeded in anj single Lej-signaturc And it 'hould 
also be borne in mind that whilst Ci| has no ke^ 
signature at all C- fcis the full number of '=e\'cn 
sluirps, and Cb the full number of «e\en flats 
104 The hanrontc notation of the Chromatic 
Scale IS resen, ed for chord building purposes, the 
mdodic notation being chiefl> confined to rapid 
melodic passages in whidi a saving of accidentals 
IS comement and desirable for purposes of quick 
and accurate sight reading 
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CHAPTER VUI 
INTCRVXLS 


Their NmiERiG\L and QuAtirMvo Nuies, Com 
CORDS AND Discords, Inversions of IxTErvALS 

lOj The scale-dislancc between two musical 
sounds IS called an interval 

ic 6 ^Vhen the two sounds are heard m succcs 
siOD they form a nehdie tnkrrcl, when thc> art 
heard together, they form a harmcme tnitrtal 

107 Intervals have numerical and qualifying 
names 

108 Intenals are measured, and are named 
numerically, according to the number of diatom^ 
degrees they co\er Ihese degrees arc counted from 
the lower note of the mtennl (which is regarded 
the first degree) upwards to the higher note (which 
IS included as the last degree) 


In measuring Intervals count tbc Btunber of lines and spaces 
cover e d by the intervaL Thus are li rdi 

because Ik-o lines and coe space are taken up 1 y the interval 
_ «ig— lyrl arc also thbds, bcca ise ihcj use two spaces 


and one line. 


109 Acadenials do not affect the numerical 
name of any interval 
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no The qualifying name of an interval depends 
upon Its absolute vndlh» \vluch is detemuned by 
the number of semitones it contams 
III The rujor scale is the standard of measure 
ment for finding the qualify mg name of an interval , 
but the student is advi^ to Icam by ear the effects 
produced by the different qualities of mteiA'als 
iia The following intervals between any key 
note and the and, 3rd, 6th, and 7lh degrees of the 
major ‘■calc which begins on tliat key note are 
major — 


Pis 46 



113 The follow mg tntcr\*als between any kej- 
note and the 4th, 5th, and 8th degrees of the major 
and minor scales which begm on that key note are 
ptrjeci — 



i « r«ct -ub &ib 


X14 An inler\’al is called «!««• when it is a chro- 
matic semitone smaller than a major mtersal of 
the same numerical name. Compare Tig 4S with 
Fig 46 — 


rg 4’* 
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i\S An intmil is ailed dmt/ttsfed ^hen it is a 
chromatic icmilone snullcr than a ramor or perfect 
internal of the sirae nuincriol name — 


4th Sth Clh. 


iifi An inteiAal is called ougmetilcd when it is a 
chromatic *cmitone greater than a major or a per 
feet mtcr\*al of the same nunicnal name — 


Fig JO 

i{vfmtnltii ”1x1 Srd. 4Ui 5(h Olh. Tth. 

117 Though not m its perfect shape an mten-al, 
the piirae or unison (a duphation of Uie same note) 
must be considered here, on account of its dimm- 
ishcd and augmented conditions — 


Hg SI 



^ ® Pcilert Aaemwlri 


118 Figs $2 and 53 show the classification of 
mtervab at a glance — 
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The <o\\t <itforaiuca!l> iUercd uiier.nl, maiked • are rfis 
mJ}SC0§§u5 n6, ri7 uj 


All Inten-ab arc either Cor'ords or Discards^ 

119 A Concord lca\c5 a satisfied dTect upon the 
ear when the two sounds are heard logether, a Pts- 
cord leases an unsaUbficd effect 

120 There are tsro Linds of Concords — Perfect 
and Imperfect 

121 The Perfect Concords are the Prune or 
Unison, iTie Octave, TiTlh and Tourth fSee Figs 
47 and 51 ) 

122 The Imyierfccl Concords ■'re the Major and 
hlinor 3rd, and the Major and Minor 6th (Sec 
Figs 46 and 4S ) 

123 The Pisco-da are the 2nd and 7lh (both of 
•"hich arc formed b> taking tro notes m alpha 
hetical order, as B C, C B, etc ), and all dummdicd 
and augmcntctl intervals 
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124 The following table will show what inten’ala 
aje contained between the different degrees of the 
Diatonic Scales (Major and Minor) — 

Hs S3 
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Augmented 3rd, 6th and 7th Of these, onl) the 
augmented 6th and the diminished 3rd are in 
general use, and are peculiar to the Chromatic 
Scale. 

126 All mter^als may be ittxeried by placing the 
lower note an octa\e higher, or the upper one in 
octa\e lower — 



127 It riU thus be seen that by in\ers:en, a 
diiterent tnlenal i> produced by notes of the same 
names — a dfth becomes a fourth, an octa\e be 
comes a unison etc 

X28 How la find the intersion oj on mtenal By 
adding together the interval and its m\er«ion the 
number 9 wall always be the total therefore the 
inversion of an interval can readily be found by 
subtracting the interval from 9 The remainder 
•‘hows the inversion — thus to find the mversionof 
a 3rd, subtract 3 from 9 and the remainder, 6 will 
show that the inversion of a 3nl lj a 6th 

129 The quality of an intcrvail is changed by 
mversion, with the cxcqition of perfect intervals 
which remain iierfect Alter inversion major inter 
vaL ijccoinc minor and minor become major, 
augmented become diminished and dunmished aue 
mented — 
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Thus a nUDor 3rd v'lll become a maior 6th, 


‘ major "nd ■' “ minor ilh, 

“ perfect 5th •* “ perfett 4lh, 


" an ausroeuted 4lh •* dimimslied 5lh 

130 By the same law of maersion, the infenails 
betvreen the upper tome and the notes of the de- 
scending major scale are either minor or perfect 
In the ascending major scales these ir»f*iaals were 
either major or perfect See Figs 46 and 47, which 
compare with Fig 54 — 


Fig S4 



131 IJow to find the mtmerical and qualifying 
names oj a gnen interval First count the number of 
lines and “ipaces covered by the interval set, taking 
no account of any acadental which may be prefixed 
to either or both of the gixea no»es Ascertain the 
qualifying name of the plam intertal fwnthout acci- 
dentals) bj regarding the upper note as one cf the 
degrees of the diatonic major scale of the lower note 
Then ascertain how many dimmatic semitones have 




CKAP VIM — INTEWALS 


47 


to be added or subtracted from this result by the 
nature of the acadcntals m the interval set 


Tor cjamplc, supi>osc 



K the givTQ inlcnaL 


WvdysuttOLviwt&UUui'.ouHbta.BSijaT 7tU wB«.C.n 
5e\inlh deRrcc of ihc ma^ wale of F? Ihc 1 » lo Ihc L and 
the Ik to ilu r reduce the interval by two chromatic stmtlonea, 
§ Its any interval which i& (no chromatic semitones less 
than major 13 Conscquintiy the given interval is 

adiminishctl"lh 


13”' Sow to find any interval aio-e a note 
First ■write the given cote without an accidental 
Tlien write above it, m the correct line or 'pace, the 
bare note which gives the numeric’ 1 name of the 
iniemil requited Prefix the accidental to Uic low ci 
note (if there is one pven tn the question) and then 
rame or lower the upper note to obtain the quihty 
of the intctral asked for 

l tr csami Ic swj {swe jow asLed to wnic the ivismcr ted 
^thaoovc \ W rue 'ts on the stall #rd above il ihc fourth 
note !>*• Tins w U be a jicrfcct 4J1 the s iKtiminanl o( \ 
major I refs t! c !> to the given \ Thclon-cnn'’o'thunotc 
by a chn mine vinlonc alters the perfect ^ih into an aug 
mcot-U^lh «h h uilheinimalrectuired 

133 llpw la icnlt any internal belou a g role 
First write the Riven note without an accidental 
Then below it, m Iht correct line or <pace, write 
the bare note whioi gives the numerical name of the 
intcrwl required Prviix the accidvnlal to the ui>* 
per note (if there is one given in the question) and 
llicn rai c or lov cr the lower note to obtain the 
quabt) of the ntenul s&ked fo' 
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\ or example, suppose you arcA^cl U> nrite ihe diminished 
7lh below \\ rite on the staff, and below U the ses enlh 
note, This will be a miaw 7th, since Dn is the leading 
note (» e , major 7th) of E Prefix ibc given sharp to D. This 
makes the interval a major 7U» A diminished 7th being two 
chromatic semitones less than a major 7 th, the lowe. note L 
w ill require a double sharp to be pre&cctJ in order to make the 
interval below the given note Djf a dimini Jieil 7th 

134 A Simple lalerval is oiw whlck does not 
exceed tHe contpass of an 8vc 

135. A compcui.d intmnil is one which has a 
tvider compass than an Sve. 

136. A gth is always regarded in hannony as a 
comi>ound intervaL 

137. With the exception of the 9th, compound 
intervals are frequently considered as simple, though 
tJiey may include an Sve (or several Sveo) in tlieir 
compass. TIius any C or G would be considered as 
a 3rd or a 5th above C, no mailer how wide tlie 
rlistance may be between the and the E or G 
above it. 
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aUPTER IX. 

TIME 

Accent, Bar, J^Ie/Vsures, RiiYmit, TistE-SrcNA- 
OURE, Syncopation, How to put Bass to 

CUTN ilELODlES 

138. In IHcning to any piece of music, one of its 
greatest cliarms is the conlmucU end regular suc- 
cession of strong and weak accents or beats- 
135. Accent signifies pToimncncc, force, or stress, 
given to certain notes, more than to others. There 
are three degrees of accent m mu'iic, viz. — 

(i). STROXG, (ii) MEDIUM, (ill) weak 
X40 In the performance of mu«ic, the strong 
accent IS marked with more or less ioiidncss or force, 
tlic medium accent H moderately cmphasizcti, and 
the weak accent ia taken lightly 
141 To sliow the proper grouping of the notes 
according to their accents, musical cumposilions arc 
divided into small equal portions called measures 
by perpendicular lines called tors drawn across the 
staff. 

14?. Very frequently the measures (or spaces 
between the vertical bar-lines) are ihcniiclvcs called 
bars. 

143. The strong accent (afco called the ‘'down 
beat") ahvaj's falls immediately alter the bar line. 
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144 Every measure or bar is divuded into so 
many accents, ■which are sometimes called pulses or 
Seals. 

Thus STRONG, wai, STRONG, t-ea*. STRONG, vrai 
nuj be written in three groups measures, or bars' — 

I STRONG, wai, | STRONG, teat, [ STRONG, vealjt 
or, ji tlic weak accent precede the strong, the ioflon-ing u 
the airargemenl observed . — 

Kfah I STRONG, treat, | STRONG, treat, I STRONG 

145. A piece of music veiy often begins •with an 
incomplete measure. This is done ^vhen the com- 
poser v\ishes to commeoce upon some part of the 
measure less emphasized than Uie strong accent 
■wHch always occurs at the first beat, ^\'hen thL» 
is the case, the piece will always end with another 
mcomplete measure which will contain the strong 
accent osutted at the beginning, and will otherwise 
complete the time value of the measure. 

146. The regular recurrence and grouping of the 
accents in a measure are called Eki Ihm. 

147. Rhythm or time-division m music is princi- 
pally of three kinds. Duple, Triple, and Quadruple. 

(1) Duple, two beats in a measure. 

(2) . Triple, three •* •• 

(3) . Quadruple, four •' ** 

148. Theaboveinaybe«ra^/eDrft>ffl;&aj/«rf; sim- 
ple, when each beat is a whole note and can be 
divided by two; compoui^, when each beat is a 
dotted note and can be divided by three. 



Chap ix. — time 5* 

i4y The particuLr Lind of rhj thm i r time 
sion used m any musical composition is indicated b> 
a •iign placed at the beginning, dircctlj after the 
kej -signature Thii^igniscaWedtheT'jme Stgnaiurc 

150 A Time-Signature consists of two figures 
written in the form of a fraction, but uilhoul any 
horizontal line to 'cparate tlie two figures A semi 
breve being regarded as the standard note, or unit 
of comparison (from which all other cotes are rreas 
ured), tlie lower number of this fraction refers to the 
divi-ion of a ‘^mibreve, the upper <hows ho'\ many 
of sucli divasionj are taken m each bar or measure 
thus, 4 (two four) means tro-fourtbs of a scmi 
breve, or two crotchets in a measure, etc 

151 The following are the ’ime signatures in 
general use — 
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1 

Dctj-i 

T*II14I j O'^ASCPM-B 

J 

3 j 

4 - J 

2 S K 

8 • • 

acJclJ C*''JOc=Je5‘J 

% J J J j j ^ 

3nn> 4kK*>S 

el 

01(0 13 1 J J 

a J J e«>«« 

OVHOSI^S] lasSfcS 

1 iG » * i& •> ^ ^ \ 


152 Quadruple Tune, 4, is very often called 
Conn on Tvne 
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Thi* old fashioned sign H which occc indicated it, b now 
rapidly becoming obsolete So too i» the cquallj vague sign 
0 which was once used to indicate both two half notes eJ ^ 
or two whole notes * ® in a measurei This was called Alla 
breve time and was somciiraes Lnowo as Alla cappclla (Church 
Tune) 

153 Instances of 4 and of 4 lime are occasion- 
ally met v.ith These ha\e resp(Xti\cly fi\e and 
seven crotchets in a measure 4 time is, therefore, 
a compound of duple and Inple rhj'thm, — a meas- 
ure of 4 followed by one of 4, or rt« ttrsa, 4 is a 
compound of 4 and 4 tunes, or nee rerja 


154 Duple Time is accented, beaten, 



Dottv lUcBT (or Lsrr) Lp 



fWat- }7krdiuin 

DomtlifretuDU, t rtl>t«etii»e«. 

158. Compound Triple Time is accented, 
beaten, and counted thus: — 


nresc tr«diQa> cacdiua. 

Uov<« t&ne tlnn, ri<w or Ltrt line uam. 

Up »'.«« lim«. 

JS9 Compound Quadruple Tii^e is beaten m the 
manner shor.Ti in I156, but Do^^*K three tunes, 
Lett three times, Right three tunes, Up three 
times. 

i&c. In Slov* Simple Triple Tunc it is sometimes 
convenient to coimt 6. These «« counts fall into 
three groups of two each, i 2 3 4 5 6; 3 and 5 are 
in this case medium accents. 

16 1. In, Slavs Compound Duple Time, it is some- 
times convenient to count 6. These siv counts fall 
into two groups of three each, i a 3, 4 c6j4isin 
tins case a medium accent- 

162. A dotihle bar marks the end of a piece, 
cr of an important section of a piece. It has noth- 
ing to do with time-measuiemcnt or with rhj'thm. 
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163 Syncopation is the term u<?ed to express 
df^ltirbed accent TTie weak pulses or beats of e\e'y 
measure may occasionally be made emphatic at the 
pleasure of the composer This is usually done by 
tying the note on a ueak pulse to tlie ncttnote on 
either a strong or a medium pulse The naturally 
accented note not being sounded afresh, the ear 
requires that the tied note should receive more than 
the ordinary accent, and be emphasized Fig 56 
exhibits the ancient and modern methods of writing 
the same syncopated passage — 

Fig 56 


A*»nE"JT Method 



This method seems to have oeca^ioQcd the use ol the rsord 
Syncopation, nhich means, u mustcat language, “ cutting into 
two parts ’ 


MoDEnV Metiiod 



164 In SjTicopation, the accent maj be broken 
by rests instead of tied notes, as m Fig 57 
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165. A measure or bar may consist entirely of 
notes or of rests, or of a proportion of each. Exam- 
ination candidate are often asked to fill up incom- 
plete measures by adding the nectosarj’ notes or 
rests (or both notes and rests) To do tins picp- 
erly, the follomiig bmts \nll be useful; — 

Cicrpt m the casj of ^ynwpatiati^ no 'troug nor medtuni 
accent should (all lt the cuJdls of a cote or rert. Thus, the 
foUowing exataplss arc iroirvct. — 

F»S SS 


^ (I) <u) 



Cor^s /T " i «Ti! 


InMause in (1) the raedium accent $ falls in the middle of the 
crochet C, and m (u) the medium accent 4 occurs at the end «i 
the imoiffl G, and a {re«b note (C) is simck on the tre^h 
accent 5 <i) and (u}are rca]l> examples of stmeopauoa, ftfid 

should be tratten so — 


Fig S9 



In the three hinds of simple tnf^c time § | |, one rest is 
never used to express silence for the duration of two-thirds 0/ a 
mcLsure. ,Tlms tlie following are all jncorrect, — 

8J l_»JrtS>,_|_ J ||3 _K , J > . Jtj] 
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I -LV •■ I " I ■• 1 


' ' U I • 

hv^f ^ ol fi' C qi 

oy two ued cotes thus * 


rs IS represented 


I " J •' I T || 

»iS Iq'S^rSn" '*?"■ ’"lb * mlctel and eni, 

t VO resu thus ^ these two notes is indicated by 

N ” i -‘*1 

■"S "S; cotchat and end, 

two res^ thus *— • ^ these two notes u ind caied by 

I J 1 I 

166 A fsw eaamplM mU make tie process ot 
measure completion quite clear 

167 Thus ‘tit la required to complete tie Mloit 

tng measures bj addme tie pecessar^ restr- 
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4 properly TslL at tliebesumiog of ibe longer o[ the two rests. 
In measure (e) a mmim rest would be wrong for the reason 
8 lrcad> given 

i6S ^gam, if it be required to add, sav in eadi 
case, two notes necessary to complete thc^e meas- 
ures* — 


rig 



the following example will show the correct solu- 
tion — 


Fig 63 



169 Anothe*’ common examination lest, is to 
require canditlates to supply the bar 4 tf es h an un 
measured melody In barring, or dmdmg a piece 
of music into measures, the foHomng hints will be 
found useful — 

Dor hnes should be hllcd in by beginning at the end o{ the 
pivenmelod), and proceeding iw/b^ardr, rather thanby wDrfc 
ing from left to nrht. Thu, t> espectallj Uic case where llie 
gi«n melod) consL ta almost rnUrely of notes of equal \-alu’*, 
as miniriu, ciolcheis, quavery etc 
It the last note n( aU be a long one, it should have a bar 
line before it. 

If a mel jcly ends with a short role preceded by a long note 
the last bar line should come l»e ore the long note. 

An incomplete measure At the end of a melody wliias a rule 
indicate an incomplete measure at the beginning 
The first note of a group of quasers or scmiqua^ ers is nrarly 
olnays a strong or medium accent 
A strong or medium accent must not come n the middl.. of a 
note or rest, esccpi by syncopauou 
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Quakers and notes of less value are grouped by haung theu' 
Stans joined together 

Groups of two cr^ual notes may belong to almost any kind of 
tune but they wiQ be used spanngly and exceptionally m 
triple and compound time 

Groups of three equal notes may denote a simple triple 
tune, or any compound time. 

Groups of four equal notes generally denote a simple time 
they rarely belong to a compound lime 

Groups of SIS equal notes na) denote a compound time, or 
a simple tnple tune 

Dotted notes used in succession or gro ps of two unequal 
notes (the s cond being half the value of the frst), mil denote 
simple tnple or any enmpound time 

170 lie following example, barred first in a 
simple and afterwards m a compound tune, \m 11 be 
found interesting as Bellas useful — 

rig 64 


0 TTi Soul hari 



< ) Bamd %n 1 mplelr pit I ir< 



(ui) DeirrtJ 1 ewulrBpr«l re 



(1 ) Barred a eartpoumS dvp.c S me fa lA eynropat oa) 



171 Oi5fncfio« In Compound tune, a diiole or 
duplet IS an irregular group of noiei, two phjed in 
the tune of three — 
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172 Similarlj a quadruplet is, id compound tune 
on irregular group of four notes plajed m tlie time 
of three Sometimes, the four notes are vmttcn m 
the time-\alue of the three notes they for the 
moment temporarily duiplace — 


Fg 66 

Cnorrr A or vntt • 



173 At Other times a quadruplet is untten m the 

time-t'alue of the four notes which together would 

make up the A'alue of the undotted pulse of the cor 

responding simple time — 


Hg 6 t 



In o ther words « J may represent J~ 7 Z or 
j may represent J at the discretion of the 
composer 
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aiAPTER X 
TRvWSrOSITION 

174 By Transposilion fa meant changing the 
notation of a piece of music m anj one or more of 
the three fol!o^\lngM•a>•s — 

(i) From one cief to another, with or without a 
change of pitch, 

(ii) From one major or minor kej to another key 
of the same kind hgler or Icmerm pitch 

(i i) From a major key to a minor or T;ce versa 

17s NVhen a melod> js Innsposnl from one clef 
to another u a cJ aiige of filch it simply means 

that the same notes occupj c\actly the same lines 
and spaces of the Great Stall both before and after 
Iran pos lion the change is onlj from one parlicuhr 
live I ned staff to another 

176 When a n elody fa transposed from one clef 
to another dnlli a clange of p Hh there is gcnerallj 
the inter\-al of an octave between the original and 
transposed pitch as fmm bass to treble treble to 
bass etc 

177 Whe a melody IS transposed /row OTze itrv /a 
asiot! er of the same ki^ the key signature is altered 
m accordance with the transposed pitch the key 
note 



CHAP 3C. — niAHSTOSlTlOM 

Tlien if the difference of pitch be only that of a 
chromatic semitone, the names of the no*es on the staff 
remain the same, and only the accidentals are changed. 
If a fiat key is transposed a chromatic semitone higher 
to a sharp kej then every t] becomes a ^ and every *• 
either a C or remains a ? If a sharp key is transposed a 
chromatic semitone lower to a flat key then every S 
becomes a *♦, and a ^ as a rule becomes a 5 For trans 
position to other keys upwards or do^rnwaTds it is well 
to think of the change ot pitch as if the reqntred notes 
Were to occupy so many bftes and spaces above or below 
those in the copy from which the transposition is being 
made Somebmes it is bclpfal to read the mnstc as 
though It were written mth some other clef. For instance 
by reading notes wntten in the Treble Clef as though they 
were wntten in the \lto U is easy to transpose a th 
downwards or a second upwards by reading them in the 
Tenor Clef it :s easy to tncupose a yth upwards or a znd 
downwards , by reading them in the Bass Clef they can 
be read ly transposed a yrd up vards or a 6th downwards 
and so on. 

17S WTieii & melody ts Uaiv'pos.ed from a. major 
to a minor l^ey or iic^ tersa the signature will be 
altered tf the tonic remains the same In any case, 
the leading note of a inmor key wiU alwajs require 
accidental. 
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csise by means of a ^nng, and can be used m the 
manner of a pendulum 

The tape beme drawn out of its case until the required 
number appears, is then secured in that place b} means of a 
stud Upon causing the metal case (whiu acts as the weight 
ol the pendulum) to swing steadily, the nquired tempo will be 
accurately indicated 

152 Words indicatmg Speed — 

Grctf, solemn. 

Lento very slow 

Largo, large or broad. ( J = 40 to W = 6<)1 
LenfairenU and Lergkeito, not so stow as Largo 

a- 7 JloJ« 9 <') 

Adagustmo, slower than Adagio 

Adajie, pronounced a WaA jre-eA, slow, lit “at ease,” (Ivts* 
urely) (J ■> ioo« to «» ia6) 

Adagiello, not a« slow as Adagio 

Atidarle, pronounced onn-dan' fa>, going a moderate pace 
U * lib to J « 16a) 

/niitm{in»,Tiot,aation ^ Awdanir 

Mod'fsh, modtate 

Tempo erdirario inordinary time. 

eommodo, or tornado, in conienirnl lime 
AUeptUo, nther fast. 

dffrgra, pronounced merry, lively fasL (J = 

160 to t&t) 

Vi"0cf with liJc and energy 

Preilo quich. ( J *= iSitoJ = o3) 

Presiusmo, very quicL 

153 The "nxirds m 5182 are modified by Uie fol 

lovvinw. — 

IcfdcranJ^, pronounced okh-eiid^-eT-ann'-^oh, (aecd ),accclcr* 
ating 

AUargando, becoming slower 

SiringenJo, pronounc^ string gem •doh, pressing onwards. 
Otlier words which liave much the same meamng are AJrf 
tjndo and Pia strejto 
PallcrJorAo, gradually <bcLeniiic, 
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Amnchy atumaled. 

A poco a poco, little b> Lttle 
Appssstonaij, impassioned. 

Arioso, in the style ol aniurot song 
sufliaently scry 
Alljcca, go on immediattlj 
B'lie or Ben, well 
Bm marcalo, well raarled. 

BnlUrU, lirilliintlj 

Brtoso Of Cm brso, mth sigou* 

Cart‘}irlt, pronounced kott-tsk'-iee-tay, or Csrljndo, m a sing- 
ing «^le 

Col or toWr, with the 

Cei area, phy ^ith the bow (MoLn) 

C Jla ^erte or Coflo toce, the accompamsV to Vcc^ closely with 
the solo part 
Con, with 

Con anioM, with love 
Con onimo, with sooL 
Con brw, with bnghtne*s, t ivaoty. 

Con iehtafesa delicald) 

Con dolore or Con diiJo, with gnrf. 

Con apressione, with expression. 

Con riCTjia, with cnerg) ct lotte. 

Con ftixo, with fire. 

Cort fena, with force. 

Cor po,ia, with grace. 

Cint ptslo, with taste. 

Con moto/ with motion. 

Con jonfino, with the mote 
Cm spirilo, with spint. 

Con lenorr-a, pronounced len-<r-tf sai, with tenderness, 
Dfeise, \n h decision. 

tkl^iJomerJe or Dehoa'o pronounced </</-« koh' fo delicately 
Dolor, pronounced di>l-fJjy,or pronounced do?- 

cij) r-tn'-icy, sweetly. 

Delon, Doloreso, Con dolore pronouaied dek hk'-ray ot 
Co* dueto. with gnel. DoitrU hai. the *«ae taeaains 
Br-orgico or Cert errrgia, with en,.rE> o' force. 

Pjpirssi’v or Con tspnsswOttr, with expression. 

Fieror-enlr, with vencmeni ecagy 
Fora, force or emphasis. 

Fttoco, Ere. 

Fsmo o, ircpctuoudy; with fury. 
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Ctocosv or CiocosameiU, pronounced ohloh samenAay, 
jocosely 

Cv>]aso jo>ously 
GiihIo right e^act. 

Cranduiso gramlly 

Gr(Utosc pronounced iflA, grace ully 

Custoso tastefully 
II or La the 
Impcluoso, inipetuousli 

£on£r»woio or Lamnlndt, pronounced lah ir'en4et -efnee, ft 
a plaintive manner 

Langutjo, pronounced hn gve^-doh, ifl a Lmgtiic!, f etile mar 
ncr 

Legale, smoothly and connectedly 
Leggure or Leggttratneide, 1 ghtly 
iMsiagando, coaxingly, soothusV 
i/a, but. 

ifsestoio, pronounced rnoy-s/oh' teh, majnlie. 
ilareaU marked 

ilorltUalc, with great force, hammered 
Vena, leu. 

ileno oUegre, less quick 
Mtth, c — ■ ' ■ 

iI/e*M l_ 

Mdlaot Diwulla inndn 'irty 
iletta or if ale, motion. 

Aen not. 

ParlandJ or Paflanle in a speaking mmnrr 
rastarak, in a pastoral style 
/’ejonA'i pronounced toy M*'! 4 i»t heaiily 
/’iwrtw. pronounced fxe-af-ehev eh-ti} a^Trctblj 
Pwn£e»ti{< pronouncco /rt-c» -oh-fiiv } Iwntively. 

Piu, more. 

Pi I Usie nlher more quukly 
Pi_ic<iAj (/’ll! ) I luck the suing (klolin) 

Pxe or Un fxa, a little 
Pompose pomiwusly 
Guoti almost. 

Rt^ica repeat. 

Kiiof k pronounced rNi-oMetf-tek in a resolute manner 
"'’‘mated 

^he^anJe or Scher^ojo, m ■ <pnghtl> plaj ful mann-r 
Snalta, pronounced skte-oP-tch, free in pcr^mance. 
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Smfiice, nronouTsccd sem ptctf-cha^, smply 
Smpre, afwaj’s. 

Sen,a, without. 

Satza sordino, without the mute {\ioIm} 

Smoso, scnously 

Stmtlf, m the same manner 

5 m"*, pronounced soh-ok’-vty, sweetly, gently 

Sostenuto, sustained 

Sotlo roc*, m a subdued manner 

StaccaU), cut short, separated, disconnected. 

Strepikso, in a loud, ^istcrous manner 

Sill G, D, or A, phy only on the C, D or \ stnngs (Vlolm) 

Sul Penlictlla, play near the bridge (X'ioUn) 

5 i*£?ia/o, awakened. 

Tank, $0 much 

Tempo ruiak, robbed time, the slight alterations bv accelcra 
Uon or retardation which a premier nuUs for the purpose 
of expresaon 

renffemejile or Con ff*ifTc~o, tenderly 
roi«/a, r*«K/e, or Ten to, held on 
Tosh, quich, rapid 

Ttonqu Uo or Trani} 1 Ilament , tranquilly 
Troppo, too, too much hon trepfs, rot too much. 

Un or Vna a one. 

1 tloce, rapidly 

I /fowM, ttgoTOusly, with force. 

V »w or Con -t‘-aeilJ, mih Mvaaiy 
Volank, n a Iijjht flying manner 
* 1 dli siili^ or f .5 , turn o\cr qmcUy 


Note on the pronunaaUon of Italian vowels gtaicrany 
A k a!u like a m /ij//*r,ncvcrlikcain/c/o 

h at the laid o{ an accented syUablv w at the «nd of a is 
Ike ay m pray IxforcanritisLkeaiin^'e, it is likeov 
Ixforc gl and gh, it is short like r in ielf be ore a double 
consonant, but it u never like er m fetl 
I tsl ke ee in/er/, nevier like 1 in stfll 

Ols ifcort 55 in en as in tme, never bite 0 n liaor 10. 

U k luc 00 m bool, rxvcr like u 10 ha. 
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GRACES EMBeXUSIIMCNTS ORNAMENTS 
niRASIVG ABBRj:V'I\TIONS ETC 

166 AfJ>02Sifi{Krc (Lt feming twite J jito- 

nounced ap pod pee ah loo rah ii'edtobe written '•s 
a small mte m the tvorks oJ the oUl masters (Haj dn 
Mozart and others of the iSth Centui>) It is 
now Written as a note of the usual izc and has the 
csact time value g \cn (o it v hich it requires 
187 \\hen WTitten as a «mall note before a full 
sized note which is divisible into two equal parts 
the appoggutura talcs one of them, and is ac 
cented — 


re 



18S ^^^lcn vvTitlen ax a small note before a full 
sized dotted note of long duration the apiioggialura 
taV.es the value ol the note without U e dot, and is 
accented — 

rig 69. 

TTru*^ riiyf>r 
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389 ^Tieii Tmtten before a dotted note of 'hort 
duration, tie appoggiatura ‘•ometimes takes onl> 
one-tliird of the dotted note — 

Fs a 

IT n-l " ^ ^ rJaj^L 

t) 

J90 T\Tien unlten before a long note tied to a 
'shorter one, tie appoggiatura takes the value of the 
V hole of the long note, and if that note has a dot, the 
■value of the dot also — 

rig 71 



191 When ^7ntten before a chord the appog 
giaiura should be plajed wlh all the other notes 
except the one it is intended to ctabelhsh If the 
chord IS marked arpeggio bj means of an upnght, 
i\a%-y line the appoggialura temporarily takes the 
place of the note it embell^es — 

ng 

TTn en rinytj. TTnlTcii f favrf 

192 The DouHc Appoggtatura consists of two 
'mall notes vhidi arc occasionallj vr-itten beiore a 
full-<ized note The> should take as httle time as 
possible from the duration of the principal note — 
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193 Hie Acaaecat tra (crushed note) pronounced 
aUh-yak' ka too' rah is a small note ha\Tng a line 
dravm across its ston It should be played as 
closely as possible to the full sized note it precedes, 
■n-hich retains its accent — 


F’g 7+- 
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194 In modem muse a small note bitten 
before an ord nary note is alwaj”! play ed as an 
acoaccatura 

ipj The Turn or Cruppello is an ornament 
^hich turns or \nnds round the principal note it 
embellishes It is a group of four or fi\c notes, 
consisting if tiTO or three repetitions of the pnn 
cipal note alternated uith the notes 1 hich lie a 
degree abo\e and below it in the scale The ren 
denng of the turn depends upon — 

(i) The time (sp^) of the p ece in uhich it 
occurs 

(s) The position of ihesiga— whether abo\e or 

after the pnnapai note 

(3) ^\’helhe^ the pnnapai note is dotted or sun 
pie. 


COAP Xll — GRACES, El, 


7 ' 


iq6 When milten o\er an imdotled note m 
quick time, the turn consists of four equal notes. — 
(i), the note of the scale abov'e the sntten or pnn- 
apal note, (li), the principal note il'^elf, (m), the 
«emitone below, and (i\), the principal note a yu n 
See Tig 75, (o) In slow time the l^t note should 
be longer than the three preceding ones, as m Fig 
7S. W — 


Fig 75 



197 I\'hen a turn is placed over a note preceded 
by a rest, it should begin upon the principal note, 
and consist of ll\c notes asm Fig 76 — 


Hg 76 


ITnUm Ptayi 



198 When the turn is placed after a long note, the 
prmapal note lasts for nearly its full duration, 
lea\nng jist enough time for the turn at the end — 
Fig 77 


ITnUCT 



199 The Turn is often pla«d over or after a 
dott^ note, r\hcn it is goiaally plajed thus, as in 
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193 Tht Acciaccatara (crushed note) pronounced 
alch yak' ka (co'-rak, is a small note ha\mg a line 
dia^ across its stem It should he ph>cil 
closely as x>ossiblc to the Tull sized note it precedes, 
tvhich retains Its accent — 




19J In modem mu^ic, a small note xiTitlcn 
before an ordmarj note t» ahvaj’s phjed as an 
acciaccatura 

193 The r«m or Grupprilo, « an ornarrcnl 
which turns or winds round the pnnciiwl note it 
embellishes It is a group of four or fi\e notes, 
consisting of two or tlircc irptlitions of the prin- 
cipal note ’iltcrmted wUi lie nolo which lie a 
dcgiee abosc and bvlow jt in the Kale. The ren- 
dering rf tlie turn depends upon — 

(j). The tune (•'peed) of the piece in which it 
occurs. 

(3). Tlic ixj'ition of the sign — whether abovx or 
after the prinnjial note 

(3) MTicthcr the prinapal note is dotted or sim- 
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iq6 ^VTien TmLten o\er an undotted note m 
quick tune, the turn consists of four equal notes — 
(0> the note of the scale above the Tmlten or pnn- 
apal note, (li), the pnnapal note (m), the 
«eimtone belorr, and (i\), the principal note again 
See Fjg 75, (a) In slow tune the last note should 
be longer than the three preceding ones, as m Fig 
7SiW — 


Fig 75 



197 When a turn IS placed o\er a note preceded 
by a rest, it should begin upon the principal note, 
and consist of fi\e notes asm Fig 76 — 


rig 76 

ITnllfti. riaffn} 



J9S When the turn fc» pbced after a long note the 
pnnapal note lasts for nearly its full duration, 
lea%mg jist enough tune for the turn at the end — 


Hg 77 

ITnl.^’i. Fieyd 



199 The Turn is often placed o\er or after a 
doited note, when it is generally plajed thus, as in 


CHAP XII 


GRACE'' ETC 


Fig 78 Observe that the last note of the tuni 
(•) takes the place of the dot 
ris 78 



20-’ TJie Shake, written Ir (the first two let 
ters of the word trtllo, a shake), consists of a rapid 
alternation of a given note with the note above, 
which must be continued for the value 01 tne prin- 
cipal or -wntten note Ihe shake generally ends 
with a turn, which is sometimes mdicated in gmall 
notes If the shake be intended to begin upon the 
note above, this is usually mdicated by a ‘'mall note 
prefixed to the principal note of the shake — 







207 The following foims, indicating tlic begin- 
nings and endings of ordinary shakes, are often met 
with in the ^orks of J S Bach and other old mas- 


I T) e s)ial:e vtil$eut tt lum ~ 
MNAr riaW 



3 The ifiaie commtjtcine ttilA tfn ifirerlej tiini — 
rwv PUy«L 



3 The shake temmrwmf vtih «» twi tnJtng siilh 

a direet hint — 

''W-' /’I'lW 



} The shak‘ tomfnenitng viiA a direet hint — 

v-AAA« Ftai^ 



S The shale comnerunf and ending ieilh a direct turn — 
Flavet 
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6 TU skakf aJms -eith a dind I trit — 



*rf6tnEr If A Iforu-S* VattctOrHirntnli 


2oS Wlicn a «haLe is to be prolonged through 
K\cral measures it *s usual to ssnte it as folloivs — 


ng 87 



209 The Upper Mordent av, consists of the note 
TiTittcn, Uie note al>o\c, and the nntten note again 
The third note «houU be of longer dural ion than the 
preceding ones, and should C2rr> the accent — 


Hff $S 


fTnX^n 



arc The Ltrjxr Mordent consists of the note 

^vritten, the note of the scale belou (unless othervs ise 

indicated), and the ivnttcn note again — 


Tig 

TTntrti r^ftd, KViHf" 



mm 


2II Tlie ShJf (Fr f<w/^ ‘«mca hat resembles the 

mordent, both m appearance and m perforr”’"'^ 



It consists of tuo sounds ascending or dfecending 
s epwise very rapidly — to the principal note, out 
of uhich Its time is taLen — 


JZa marked tius, 

", and was called a relish — 


Tig o« 

irn«« ^ 


ai3 ^”™o<Iernmusic,tJic«Lde — ^ , 

fTnll,^ f'C 9J 

- BirrnoTKx 


214 The^l//o- 

In appearance it rcseml 
placed w a sianlins or sidcroy no- 
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r»s 93 


TTnHjn. Phuid J S-BacK. 



215 In modern music, the af^-noLe is oltea 


used as a nole ef antictpahon — 

r»s 94. 


ITr- <». Pldtinl SCfnriiAVx 



216 Sometimes this oraament consists of tT?o 
after notes — 

rig 9s 



217 By Phasing is meant the bringing into 
prominence the simmetncal or rhjthmicai group- 
ing of the sou ids nhicli form a melody, by the 
proper obserNance of the breaks tn Us corlf ml} 

21S A Phrase is an incomplete portion of a mel- 
od> which has, however, a well defined beginning 
and end 

219 A purise is often indicated b> means of a 
slur, but sometimes m addition to a ‘^lur indicati''n, 
the end of a plvrase is clearly shown b> a rest 

220 The end of a phrase is marked bj a pianist 
or organist lifting his hand from the hej board, by a 
singer’s takmg breath, and by a violist ebangmg 
the direction of his boiA, 
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221 'When only ?*«.«» /rotes ire slurrca the form-r 
IS Usually emphasised ind the latter cut short 

222 AnBRE\iATio\*s — Many of the folloi\Tng 
signs are used %\hen notes or passages baa-e to be 
repeated, therebj saving time and trouble to com 
posers and copjists — 


If the same music occurs in conwulivc bars in manusenj t 
tvnung and sometimes m pnnt lhesign***or»<-iscmplovcd 


323 In orchestral music cliiefiv, these abbmv 
aljons occur — 


r« 97 

ir«i. <». ««/*•/ 

IT 





ITnOfiL rilfej 


22^ Tlie w-ord Trtmolo (or Trcm ) signifcs that 
the passage is to be plajed with as manj iterations 
as possible — 
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25 S llrrF-\TS — Doii v^hen written before a 
i^wjble Lt, indicate that tbc music fe to !« repealed 
fro-n the prc\aous double bar, or from the beginning 
of the piecci— ■ 

Tut w 


236 Dots’?. ben plvced after a doufde bar Indicate 
tMt the mwic to the follomng double bar is to be 
rqieited' — 


Fie too 
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foot should be removed. The words Um Cotda 
indicate that the left pedal is to be pressed 
vv ith the left foot, and kept m that position until the 
words Ttc Corde occur, when the foot should be re- 
moved. In old idanoforte music the use of the 
right pedal was sometimes indicated by tlic words 
Senza Sordini (without dampers) it being tJ.c func- 
tion of the right pedal to remove the dampers from 
the strings, thus causing them to continue to vibrate 
and sound long after the hands are removed from the 
ke)*s. When the foot was required to release the 
rigfit pedal, the trords Con Sordini (with dampers) 
were used 

23 p In violin music Con Sordino means that a 
mule U to be placed on the bndge of the instrument 
to damp Of to alter the quality of the tone of the 
strings. SenM Sordino means that this mute is to 
removed 

535. liJI. and LIl. — There letters indicate that 
the right hand or left Imnd is to be cmplojcd in 
pianoforte playing. The following words and in- 
UiaL: •— 

JJan Diril'i tM D ) - R IL 
IfanSmtsira (MS) = L.1L 
llatn Drade (M D ) *= R H. 

lloin Cttuche (MG) = L.IL 

are also used for the same purpose. 
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229 Da Capo (from the beginning) — When the 
tenn Da Capo or DC occurs at an> part of a piece 
It signifies that the music is to be repeated from Ih* 
beginning The term Al Sepio or Dal Segno, or 
D C stno aJ Segno means that tlie piece is to be 
repealed from the sign S- In these cases the per- 
tion IS to be placed again without observing tn- 
ordmar> repeat marks At Fine signifies "to tlie 
end’ 

230 A pau^ or hold when placed o\ er a double 
bar signifies that the piece is to end there, after a 
Da Capo The nord Fine is frequentlj used for 
this purpose instead of the pause 


Hg ro* 



231 Tha Dtrecl is in old music at the end 
of a staff or a page, to mdicate the first note on the 
following page or staff — 


Fig 103 



232 In modem limes the direct is often used to 
indicate the roots of the chords in a hannonj ex- 
ercise 

233 Use of the Pedals tn Picnoforle Playing — 
The word pedal, or ped , indicates that the nght 
pedal 13 to be pressed down with the right foot, and 
kept m that position until the * occurs, when the 
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foot should be rewoxed. The RDtds Um Corda 
indicate that the left pedal is to be pressed dcmii 
Tviih the left foot, and kept In that position until the 
^^o^ds Tre Corde occur, Avhen the foot dioxdd be re- 
mo\ed. In old pianoforte music the use of the 
right pedal uas sometimes indicated by the words 
Senza Sordini (RTthout dampers) it being the func- 
tion of the right pedal to remoA'C the dampers from 
the stnngs, thus causing them to continue to vibrate 
and sound long after the hands are removed from the 
keys. IVhen the foot was required to release the 
right pedal, the words Con Sordini (Rnth dampers) 
were used. 

aj4. In violin music Con Sordino means that a 
mute is to be placed on the bridge ol the instrument 
to damp or to alter the quahty of Uie tone of the 
strings. Sensa Sordino means that this mute is to 
removed. 

S3S ^ J7. and LM — Thcce letters indicate that 
the right hand or left hand is to be employed in 
pianoforte playing. The following words and in- 
itials: — 

Dirilii tM D ) “ R n. 

2Ian Sinisira (MS) =“ L-IL 
llatn Droilc (M D ) R-tL 
2Iai7i Gauche (AI G ) “ L-H. 

are also used for the same purpose. 
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ISO 

QUESTIONS AND EXERCISES. 

CH.\PTER I 

I Explain %\ha( is meant by pitch in music. 

a How are sounds of difTerent pitdi distinguished one from 
the other? 

3 Vi by are «<!ven letters sufficient for the naming of sounds’ 

4 How are sounds of different pitch represented upon 
paper? 

5 What IS the Great Staff? 

6 Why IS not the Great Suff used in iu complete form’ 

7 How IS the Great Staff dmded for the nnting of piano> 
forte music? 

8 ^Vhat^saaef? 

5 Describe the three Oefs tt«ed m music Could notes be 
sung or pk} ed without tbi se of a deP 

ao Give the names of the .20St important of the five-Uned 
staves andwnteihesi gitingeadi Us proper dcf 

II On a Staff wnte the Treble Clef, and after it the follow 
fng notes' — E G C A B, D, F. 

i? Aame the following Treble notes without looUng at the 
Stas'— and line, 4th space, i«t hne, ist •pace, slh line, 3rd 
space 4th Lne, and space. 

13 On a St^ rmte the Bass Clef and after it the following 
notes* — A D, G C. F, B, E 

14 Name the following Bass notes without looking at the 
staff' — ^3rd space, and line, ssl space, 4th line slh line, and 
space, 3rd line 1st Lne 

15 Name the notes, below the first line in the Treble and 
Bass 'taves 

16 Name the notes above the Mlh line in the Treble and 
Bass staves. 

17 What arc Leger Lines’ 

iS Desenbe an easj way of reading notes written upon 
more than two legT lines atxne or below the staff 

10 W hat legcr Ltie above the Bass Staff will have a note 
wntfen upon it of-thc same pitch as a note upon a lener line 
below the Treble Staff? 
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20 ^Tiat IS ti- meantng of the sign Sva. T»hcn rntten 
(i)abo\cthe'taff (u) bdow th* slafi? \^hatuiii mranins 
of a figure 8 j laced Wot? a nasage of aotcs’ 

2t BncQi describe the KkcflecUs e System’ of learning 
staS nolalion. 


cnAPTCR n. 

22 How IS a note adected b> having each of the following 
Signs WTilt“n before it- — («) a Sharp (11) a Flat, (m) a Natural, 
(ivj a Doub'e Sharp fs ) a Double Ilat^ 

33 How do jou distinguish between Tones and *<reitonc3 
upon the kej beard* 

24 “^how how a Double Sharp can be lowered a «C!nitone, 
and hor a Double Flat can be nUed a «cnuiOue. 

25 t\Tiich of the iej-s in e\er> octaic of the keyboard can 
be called b> onj} two name^* 

26 Uliat la an Enharmonic Change* 

2“ Give tie Cnhanromc names of C, O, D?, H', F^. 
Ai.GB»,andB 

28. \\ hat IS an Acadental* 

at) For how long does the effect of an acadental conlmue? 

20 Give the lul an names of A B? C D;^ 

2 » Give the French names of C F» 

23 Give the German lumes of B Bl>,£>,C!> B|t 

Cn^FTER in 

23 How are differences in the time or duniion of «ound3 
fcprsented to the eje? 

34 nle a table showing the rames of the 'even differently 
shaped cotes m English It^ian. French and German 

3j What is a note haraig four books to its stem called’ 

36 Describe the proper my of writing the stems 0/ notes. 

37 hat kind of notes ate grouped together’ 

38. \Vbst notes are cqi~»l to ibeialueof ti/ /ourqwaiers, 
(u) four a?miai.a%xrs, (ui) four duiii2csuqua\cr& li'l four 
crotchets’ 

30 Mention two mi's cJ prolonging the duration of a note 
upon paper 

40 W hat note is worth half the T-alue of a dotted crotchet? 
and what notes represent the value ol (i) the eichtb part of a 
minim (ii) the fourth part of a crotchet (m) the thud part of 
a dotted quaver? 



84 


QUESTIONS AND EXTRCISES 


41 UlutiiihcTic r Bird’ 

4 j WTiat other nin, td Vine icsetnUn the ue m iipp«aiar«’ 
niiat ue the uses of this olhn Iinr’ 

43 U hat IS a I ausc’ Giseano(h« name for iL 

44 WTiat 13 meant by the letters CP? 

4 5 UTiatue the three lirds of Staccato rhn'ins? Esplam 
horr the sound^uralion of a single note is aflccird bv each 
kind. 

46 WTiat 13 meant by tttrpte ttaccaio* 

47 Erpljin what U meant by each of the term* — Tnpkt, 
Qoulruplct, Qumtolet, Seatolci or Scxtujlct Scptimolc or 
^ptuplei. 


aivnxR TV 

48 WTiat s St'S are used to cqwe*s «ilcnce? 

49 Desenbe the shapesof thetanout Ke*ts. 

ja In what dillcteol na>s mav a Rest be ptolonged’ 

51 Uhat Rest is used to upress the cilcnce of a whole 
meuure? 

i t (low ue rests of longer duntion than one measure 
cated* 


OIArTFR V 

53 Explain the difference between the terms Scale and Key. 

54 llow many kinds of Seales ore there’ 

55 bat is the difference bctncra Diatonic and Chromatic 
Scales? 

56 Give the names of the Decree® of Diatonic Scales and 
stale which are the itio t important Degrees fn each Scale. 

57 kSby arc the 4tb and 6th Degrees respectively named 
Subdominant and Sutrmcdianl? 

58 Give theorderofTonesand Semitones in a hlajor Scale 

59 Why IS C major called the “natural ' Scale’ 

60 WTiat IS aTelrachcwi? 

61 Explain how the same Tetrachord can belong to two 
different Plajor Scales 

61 Starting eich new scale a fifth higher than the last, 
what note is required to be diatpened each lime? and why? 

63 In constructing Scales by descending fifths what par* 
ticular note must be altered each time? and why? 

64. What IS a Key signature? 
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6 s Gi\ c Q rule fer fin ling llw tome by loobog at the tig 
caturc cf a major Key with eithe* Sharps or TTats. 

66 Write out the whale of the Key signatures LMonging to 
the Major Scales with Sharps and hlaU and show tlie po<i 
lion of the Ki> note n each cose 

67 Gi\c the names of the scales which arc on the pianoforte 
cnharmomcally the same as C# C> acdl^ 


CHArTLR \1 

(■S Name the two forms in which eicrj Minor Seale can 
be used 

60 Where do the semitones occur (i) in the Ilarmomc form 
(u) In the Melodic form of the Minor ^lc> 

70 Which note of the Ilarmomc Minor Scale u alvraj-s 
Indicated by an accidental* 

71 Which notes of the asccndi''g form of the Melodic 
Minor ^cnle arc indicated b> acnknUis* 

7S What do wu understand by the tiro terms Tome 
Miner Kclauve Minor? 

7J CiiearulcforfindingthcToricby loolingat ihcsigra 
ture of A minor ke) with either sharps or Hats. 

7t Wm« out the whok. of the Key s.-naturw bilonncg to 
the Minor Scales with «harf>> and flats, and *l ow the pwalicn 
of the Let note in each case. 

75 State how j-ou o-ouid proceed ( 5 ) to f nd the Kc) ogna 
turtef a gt\cn melod), and (ii> to find whether agiicn piece 
of music is wnttea in a minor Lc) 


CIILPTFR MI 

76 What ii the dillercnce Iwlwecn a Diatonc and achro- 
matic semitone? 

77 What difference is there between the two W3>"s of wnt 
li c the Chronniic Scale* 

75. In theliamiomcform of theChromiic *kalc what two 

Degrees cf the Diatonic Scale are ceser mC'^tcd I > an nen 
dental’ And which Diatonic Degree i« alwa)"* rai-cd* 

70 How 1 $ the a'ctpding form of tl e 'lelod Chron ati- 
Scale cl tamed* Which two Dutoric Degrees arc ceier 
Hflev.tcd by an acadectal* Which fise Dutonc Degrees are 
alwaj-s ndied’ 
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S<* W nie once wiih a Major Key-signature and cncc with 
a iltnor Ke\-signalurc the ilannonic Chromatic Seales be- 
pmung oa the notes G L F, A? Draw a diagram homng 
bnw the correct number of sharps and (lau u Maior Ke> 
signatures may be earned from the Ilarmomc Crromatic 
Scale of C 

Si Unteoficewilha J/<i/erKe> Ignature and once with a 
Minor Kc> -signature the Mdodic Chromatic Neales tascend 
ing and descending] beginning on the notes D, U, £>, D| 


aL\rTEP Mil 

8r Define the tem intm'aL 

S3 Hot? does a Melod c 1 icrsal d fler from an Harmonic 
Interval’ 

8 1 How are Intcrsals named’ 

85 How are Intervals m«a ured numcncally and i» th a 
measurement aCteted by actikntab’ 

S6 W’hat determines the qiial f>tng pamc of an Interval? 
and what u the standard of measurement? 

87 Write the Major Setondsabovu A Bl> D 

88 Write the Major ThitcUabote £. F, CS A. 

8q Wncethe^IajorSixthsaboveb & D L> 

oa Wntc the ilajof Sevenths ..bote b? C;! F;1 C 

01 Write the three Perfect Intervals la the Keys of G, F, 
A> and D inaior 

Q» Turn ail the Major Tntervab. j-ou have wntlen in your 
answers to 87 8S 89 and 90 into Minor Intervals of tic same 
nufflcncal name. 

03 TumaUthelntcrvalsTOuhavewnttmiayouranswers 
togt and 91 uto Di-nuusbed Interval, of the same numerical 
name. 

94. Turn all the Intervals you have wntten in your answers 
to87,8S 89 9O8iid9iint0 Augmented Intervals of the same 
DUmencal name 

95 Describe the difference between Concords and Discords. 

96 W nte out all the Perfect and Imperfect Concords above 
the notes F and B 

97 How or* Discords formed* 

^ Between what degrees of D atonic Scales do the fol- 
lowing interval occur- — Diminished 4th Augmented 4th, 
Diminished 5lh Augmented stfe, Dnmnivhed 7th? 

99 What Intervals arc not fovjd in nay Diatonic Scale? 
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100 Descnbewhatianuantbylbelnver ion of an Inlerval, 
and slate how you would proceed to discover what is the Inver 
Sion of anj given Interval 

101 How is the quality of an Interval changed by Inver 
Sion’ 

102 Give the iiujn“ncal and qualifying names of the'c 
Irtcrvals — Indicate concords by (C), Discords by (D), — 



103 Write the Major 7th 
“ Major 2nd 


above Dl>, and below Bi> 

" r, :: F 


B 




Minor 6lh “ 

Terfect jth “ 

D Runisbed 3td *' 

Augmented 4th *' 

Minor 2ad “ 

Dunioiahcd 7th 

Perfect 4th * r?, “ B>. 

Dinuntshed sth ‘ A, “ D 

Augmented jnd “ E * E 

Minor 7th ' A& " Of 

Wnte the Augmented 5tb above and below CS 
“ Major ’Ti “ B, D> 

hfajorSth ‘ E» “ C 

Minor 3rd “ 1 , “ G 

DiininiJ)ed4th “A, ' \ 

Augmented 6th “ £■» ‘ 

104 What IS the di^crence between a Simple and a Com- 
pound laterv al’ How is the 9th regarded in this respect? 


CHAPTER K 

10s Define the terms Accent, Rhythm, pleasure, Bar 

106 Upon what beat in a measure does the strong accent 
alwaj-s Come’ 

107 Eiplam why a piece of music sometimes begins with 
an incompietu measure 

loS \\'h3t are the three pnnapal kinds of Tirae-divivion in 
muac? 

100 \Miat IS the chief difTereoce b*twecn Sunple and Cffii* 
pound Time’ 
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118, UUaii Time iiRralure? 

Ill Explain ihe m“aruiR of ihe terms" — 3 3i 

111 \^’halls^sn.nlby Atfi rffretitne* llo'^ 
limes Indicated ir the Tirae ‘iijniaturt? 

iij TOat two (Lffercnt kinds of slow time hiv-c each 6 
counts in a measure' Desenhe the ihjthinical groupiOS 
In each case 

1 14 Descriiw the portion of the medium accent In a 
measure of j, g, | and dow J Umc 

115 BeCne the term *‘S>-ncopit»on ” 

116 W bat » llie u*© ot ft BouWe Uat? 

ir? Wbatkindof Accent ousht never to comem the middle 
of a minim or erotcliet re<i? 

ii8 Wbal Rest is no- cf effli>lo>"ed In J lime' 


IS this sorae- 


aiAPTFR X 

109 \\’Iial ts mean* by ‘Trafisposiiion"? 
no lltsw nn a ree'ody be * inn'povd ’ ndiciui a dianJT 
of pilch* 

lit \thcn a melody tmdersoes a dianfi* of pilch by Iran* 
position from one eJef to another, whit u gcnera’Jy the csteht 
of such a chance? 

112 ^^hst ehanpes takepUcewIrn ft m«Iod> htraftspojrd 
iron ft Maya key wi\ii Rats'* 

iij What ir'jwrtanl facts have to Le rememberM when o 
melody is inwjioscd from a major key to a minor kc>? 


CIlVPTLk •'O, 

114 MT> IS the Italun lanp,3;;e used for Indications oI 
speed itjle eaprevion etc? 

115 Beveribc »nv kind of nelronons'* with which you mf”' 
beactiuamird ttljl is meant bv ^ iie* 

is6 \\iilcoutal t ol woM* in licali'is spetd arrminn? 
themtnordcr frrm'vcryEljw to* verj fast,’ andEiving ih- 
corrcci tncaaing of each 

I j; Live a ^orl li t ol terns vwl to mmlifv or to •e^n 
poranly site' the more wutl mdioti-in' •“ snettl. 

11^ Give a hit of seords Indifainp varwus decrees o* 
intcn'l'y of tone.bpjntinjig siiih "very soft” and enii'-g with 
"very I iui|," and diow bow these are albreviated. 

no- V\ hat words indicate ft graditttwi 4 sudden locTeft*e of 
tooe* and what words indicate a crad.al decrcre of toC'* 
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1^0 me tlie Italian words used to express these phrases* 
—in the church style, In a pastoral style, m a «pcalmg man- 
ner, in a graceful singing manner, in an agitated manner, m a 
subdued manner, m a loud boisterous manner, in a plamlit'S 
manner 

131 Give the meaning ol these Italian words— bene, 
coUa, eon , »/, la, ina, non, pin, qi ati, sensa, tarlo, poeo, una, 
xt~o 

13 j \^'h3t Italian word* mean* — Lltlc by little, go on imme- 
diately, with erpression with great force, loo muti, turn over 
quietly, go back to the beginning? 

133 Explain the memins of — Afftluoso,e^ilalo,appassion 
ala atioio, tusai allceca briesa, dStnlt dace, deciso, gioeoso, 
giujto, tusloiO,liiungittda,meih, piacetede, strepitoso 

134 Give the Italian words for* — with fire with soul, with 
grace, with tenderne s, with fury, with vigour, dying "way, 
coaxingiy 

13s On e the English of* — 5 cin^ff ben mareato, ellegro non 
troppo, preilo «i«i, meno wosso, tempo rvbalo, Putuso tempo, 
pill, losfo, solto we, refit nbilo 

CHAPTER Xn 

136 Define the terras*— Aeeiaeeatura, Cntp- 
pelto, ifordenl, Cartena di Irilh, slide o/ter note 

137 Show how the following Graces ought to be played— 

0 ) fu) (u) (h) 
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QUESTIONS. AND EXERCISES 


ijg Show ht>w these Sbales should be rendered'— 
(i) Cu) fiO f‘> 


I (r tr 



14a Show how these Mordents should be played— 


(ij O) 



141 Vital do i’QU uoderstand b> the tenn ' PhntsiBg,” and 
how aie phrases uvicated »ft tnvmcal notation’ 

142 How u 4 group o* two «lurrcd notes ttndeitd by the 

perfonaer’ . . 

X43 Show how these notes would be pbyed'— 



144 Eiplaui these Signs* — 



145 Eiplaia these Tenns* — Bts, DC, Dal Sepw, ^ At 
Fine imo tolta, ido 

146 How IS the use o{ the Ri'*ht Pedal indicated’ 
t47 HowistheuseofthcLaiPodalindlcated’ 

148 How do you Lnow whoi to rctnoat jour foot from 
cither the Right or the Left Pcdil’ 

140 Explain the term con sordiiu in connection mlh both 
pianoforte and violin inuacr 

15a UTut letters (or words) indicate the use of the Right 
and Left hands fn pianoforte playiag’ 
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APPENDIX. tA] 

Other and Less-dsed Mcsical Tesus (moy various 
Langdaces), Ornaments, &c 
Gertnaa words are distiiicui«l cd by (Ger ) Freafli by (Fr ) aU tb<>a: 
not especially marLed at' 

Akuno, some 
Alla, in thest>le of 

Allatgando, kngliiejiing out, s t , «!ower and louder 
Amarevo’e, bitter 
Andaclilig (Gcr), devoutly 

Aptrlo, open (as appbed to the use of iLe ngbt pedal} 

Appenalo, m a sorrowful ctanncr 

A poco, by little 

AriAo, with »pint and boldness 

A tuo arbilno, accord og to the perfonner’s judgment 

Aiifdas, otciifs vGcr ), on (or to) the 

Aiu (Ger ), from, out of, out 

Barcoreli or Barearelle, (Fr ) in the st}le of a boat song 

BalMi, the strong accent of a bar 

Scnniie, (Tt}, a cradle song 

Brd'nimi iGer), decided, ptcctse 

Bttttif (Ger ), rso% ed, agita ed. 

Butlesco, burlesque 

CaUando, pressing forward, fcunyuig the tiai* 

Calmaio, calmed 
Cai-fifciuj, a prmcipal tndc>d> 

Cat^tcc^oso, fanciful, capnaou^ 

Caere, swift, nimble 

Cot, (singular) Cash (plunl), with the. 

Cenie, like as, how Conrsopra asaooee. 

Co-ironne (Fr ), a pause, rrs 

Da, through, in, (or 

Dcu from the, b> the, through the, £n, 

i?cw (Ger ), to ih'' 

Deslo sprightly, mde-awaUe. 

Dt, of, from, to, by, &c 
Dta, through 
Dt bra-^tra, brlHuntly, 

Dt fJijQro, dearly 
Dt coho, at once 
Di gredo, by degrcca 
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APPENDIX. [B1 

Hotp Mdsic is Written. 

I. I^Iusic can be written in 2, 3, 4, — or a siiU 
greater number of parts: — 

Fig 104. 

I»3parti taaparti Inipcrit 



2. A Pert — being a mere tuiedy, i e., a succes- 
sion of single sounds — is written and read hor~ 
izonlall}, from left to ri^t. 

3 A C^iord — being a cmdj'ncfioK of simulta- 
neous sounds — is written and read perpendicularly, 
from the bottom to the top. 

4 Four-part urillng is by far that which is most 
frequently to be met with in musical composition 
generally. This may be designed for: — 

(a). Pianoforte (or organ). 

(i). For %T3ices. 

(c). For string quartet. 

5. MTien all the four parts are wntten one o%er 
the other on the same page, the music is said to be 
in sufe. 
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6 A compressed score is that which is generally 
used for pianoforte music, this nu> be written on 
one staff as in Fig 104 or on two sta\’es, thus — 


ns lOa 



7 The /«fr Ijrds of voices m a choir or chorus 
are — 

(I) Treble (boy's wice) or Soprano (roman’s 
high TOice) 

(u) Alto (man’s high \-oice) or Contmlto 
(noiran’s deep \-oice) 

(ul) Tenor \ , 

; ; _ > mens -voices 

(iv) Bass J 

S In an open vocal score, eadi \ oice is written fo*- 
on a separate staff, -with the Treble as the highest 
part, the Bass as the lorrcst part, and the Alto and 
Tenor as the inner parts 
9 The tnrc" parts may be wntten — 

(a) each 'witii its own proper C clef as m Fig 
106 (a) or, 

(J) each m the G clef, with a direction for the 
Tenor part to be sung an octave lower, as m Fig 
106 (i) 
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lo A Siring Quartet consists of Tteo 7 tohns 
(pruno and secondo), each wntten for with theG 
clef Viola, wntten for with the Alto clef and I lo 
lorctlic ^pronounced tee''oh Urm-<htV4oh), written 
for with the Bass clef, with an o«asion,l use of the 
Tenor clef m order to a\oid incoQ\'enient legei 



The abo^ e extract would appear thus when wnt* 
ten m compressed score 
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Fik io3 


tone 


II Bulls Jcr smlirtg smgle parts 
All clefs «houId be carcfuil> and nicel> formed, 
and all «harps or flats belonging to the ke> signa- 
ture «hould be dt‘:lmctl> written tn the r proper 
erdcT, wrvUv each flat or sharp on \ls nght Unc or m 
Its npht «paec WTicn the Treble, Alto and Basi 
rlcfs arc used, tlic first sharp in the kcy-^ignature 
should occupj the hig/cr of the two possible places 
on the staff AVhen the Tenor del is u<ed this first 
•harp should occupj the lever staff position and the 
remainder of the sharps should follow this lead — 


Rj, IV) 

W th Tretle Of WabTfoorCtef 



Tlic time-*ignatuic «hould ha\e no line of any 
1 md uuerted between its two figures — 

Fit, no. 

r \t n MK7 

3 ; 

All notes below the middle line of the •tafi should 
hate their •terns turned up, ell abotc the middle 
Imc should hat c thc*r •terns turred devtt — 
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Tig m 



Turned-«^ stems should be placed to the right 
of the notes, turned-doa-K stems should he placed to 
the left Hooks belonging to quavers, senuquavers, 
and shorter notes should aln'ays be placed to the 
right of the stems, whether the latter be turned up 
or dovm 

Acodentab,— whtch in ev ery case should be most 
distinctly and clearly nutten, » e, exactly o« a boe, 
or «» a space — are always pbced befm the notes 
they or lower — 


ns tij 



Care should be taken whilst copying music, that 
no necessary acadental is omitted, and it should 
never be forgotten that the effect of an acadental 
conUnues only through the measure in vrhidi it 
occurs, unless it is contradicted vnthin that measure 
No dot after a note wntten upon a Ime of the staff 
is ever placed upon that same Ime, but alvraj s m 
the next space - 


Tig 113 
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A dotted note wntten on a line nas its dot placed 
in the fiext space abtre, if the nest note be higher 
than the dotted note, and vtce versa — 


Fis II4 


Legcr lines should be %vnacn before the notes are 
placed upon them The first legcr line should be 
parallel to the staff, at a distance equal to the 
\ 7 idth of the spaces between the staff lines them 
seltes E\ery fresh kger line should be hept at the 
game distance as the one abo\e or below it — • 


12 Hulls for nlin^ttt Score — 

\Micn writing in Open Score of an> kind, all the 
abo\e hints for writing single parts should be most 
carefully obscn.'ed 
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All unisons must be mdjcated m open score by tvra 
separate notes, each written on the staff assigned to 
“ither part which is required to sing or to play it. — 


Fig 117 

(u) !n ikurttafS 



When wnting m short or comfrtssci score the 
steins of the Treble and Tenor notes must be turned 
up and those of the Alto and Bass notes mtist be 
turned dtraw — 

ng iis 



(M M 


II a unison sung by two \oic6 which begin and 
end together be a seralbre\e in duration, as at (d) 
in Fig 118 the two seinibre\es may be written cide 
by side as there shown, or Itnhed, "o <*» A unison 
of shorter duration t, indicated by one note only, 
with two stems, one turned upward, the other 
turned downward, so — f Z ^ 
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Sometimes — as at (o) and (c) in Fig ii8, two 
\cices may begin m unison, but whilst one \oice 
su«tains the common note, the other mo\es aiiay 
from iL "When thia is <o, two black notes — al 
though of different lengths — <hould ha\e the same 
note head to begin with, the difference of duration 
being choivn by the book or hooks But a 'emi 
breve and a mimm, or atmnim and a crotchet, must 
have «:eparate note-head», that of the shorter dura- 
tion being written first — 
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7 The vlbratorj motion so re-mforced is caught 
up and transmitted m e\erj possible direction by a 
senes of ajr-t£j<r« The outer atr itself is made up 
of mfinitely small particles uhidi are capable of 
bemg packed more closelj together — ze con 

and al being more loosely separated — te , 

rarefied 

8 Every re-mforced vnbration of the sounding 
bodj sets up an air veave which consists of an alter 
nate state of condensation and rarefaction of the 
air particles so set in motion 

9 The air -naves entering the external part of 
tic himan car strue against the inner Ijinpanum 
or drum and set it also into sympathetic vibration 

10 The ear-drum vibrations being transmitted 
to the brain produce there the sensation called 
zowxd 

11 The three most important features of a musi- 
cal sound -’re its — 

O Ttch 

(ii) Intensit> 

(ui) Quahty 

12 By pilci IS meant the height or depth of any 
given sound m ih'* musical scale Pitch depends 
upon the number of vibratioc^ made per •second by 
the soundmg bodj This vtbrclton number tnereases 
as the sounds get higher in the scale and decreases 
as they get lower In music notation pitch li 
indicated by the various positions of notes on the 
great staff or anj sections thereof 
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APPENDIX. [C]. 

What Soo.t> Is. 


I. Soinul is a sensalion of the brain, cau<ed by 
the action of the ear. 

2 The ear is coated by some kind of trolion 
exterior to itself. 

3. The external motion is called vi^raluni, Vihich 
may be desenbed as a tremulous or very rapid to- 
and-fro mo\ement, easily iffc when a piaro or 
nolin string is struck or bowed, and ftU ^hen a 
sounding organ-pipe is touched by the &gcr. 

4 A mere noise — such as the clapping of bands 
— is an unslccdy sound. A tnusiVof lone U a steady 
sound, » e , it is due to pertodse xthroHon, which is a 
continual repetition of the same kind of motion at 
regularly recurring and equal inlen-als of lime — 
vei3' much after the manner of a dock-pcndulum. 

$. But the vibrations of the actual sounding body 
itself need rc-inforong and strengthening before the 
sound so generated can be heard at any cliatance 
from the source of production. 

6 This Is accomplished by means of a resoraiice- 
box or sound-board attached to the sounding body. 
This chamber amtainsa mass of enclosed air, which 
IS \-cr>- readily thrown into powerful and sjTn- 
pathcUc co-Tibration. 


Tor ttaraplc, the resonance box ef a \?olin b th-l)oTow 
.5 l^irumenl iiseU, tie flute has its own empty 
cuinoer; the human voice has the cat'ibcs ci the isouth, 
chest, etc. ^ 
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7 The vibratory motion so re-inforcctl is rvught 
tip and transmitted m c%eiy possible direction by a 
senes of air u.c-’cs The outer air itself is made up 
of infinitely small particle* iihidi are capable of 
being packed more closely together — t e con 
tlsnscd and of bemg more loosely separated — ie 
rarefied 

8 E\crj rc mforced \ifaration of the sounding 
body 'lets up an air v,avc which consists of an alter 
nate state of condensation and rarefaction of the 
air parudes so set in motion 

9 The iirwaNCS entering the cTlemal part of 
Ve I in an ccr, stnke against the inner tj-mpanum 
or drum and <et it also into s>mpathctic Mbration 

ja Tie rar*dnun iibralion^ bring innsinilted 
to tJic brain, produce there the tcni.aUon called 
so ind 

X I The three most important features of a musa 
cal sound jc its — 

0 rnch 

til) Intensity 

(ill) Qualitj 

12 p icl IS meant the height or depth of an> 
givtn 'ound in th'’ musical scale PilcK dcjwnds 
upon the number of Mbratiore* made ptr second by 
tht «oundingbod> Tlii>rtrc/j<?» riirrhrr trcrccsa 
as the sounds get higher in the 'cale and dcaeases 
as thej get lower In music notation piicli la 
md cated bj the \ anous positions of notes on the 
great staff or any sections thereof 



13 The tnlenstly of a musical sound depends 
upon the degree of force with which the au waves 
strike against the drum of the ear The greater the 
amplitude or force of the vibration the ouder is the 
sound and -Ke versa In music notation intensitj 
of sound IS indicated bj the use of words letters or 
signs such as forte ptano, crescendo dmutiicndo jf, 
pp — etc- 

14 The Qualil) or Ttmbre of a musical sound 
depends upon the number order and relative inten 
siUes of the ^arliaf^oncs of which it is made up — 
j e upon the form or manner of the air waves pro- 
duced by the compound sound In music notation, 
qualitj IS indicated b> xmting the notes for an} 
particular voice or instrument uv a «core (See pare 
13 and 03 of this Appendix) 

15 A iiffiffe tone — like that of a tuning fork— 
is the result of simple vibrations which resemble 
tho^ of a penuulum 

16 A compound tone — bke that of a voice or 
a piano or some other instrument — is due to the 
combmation of two or more simple vibrations and 
waves A compound tone consists of what IS called 
its root or generator — which by far the loudest 
sound heard m the combmation — and several 
' upper partials much high-r in pitch than itself, 
but each gettmgver} much fainter m its intensit} as 
it is farther away from the root ” 

17 The foUowmg senes of five tipper partial^ 

be heard sounding verj softly with the root, when 
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ever “Bass C” is struck upon a good tpodeni 
piano — 


r8 Practical erpenments vhich will cffecti\'ely 
pro\’E the ecatcnco of thc^ upper partiaU/' will 
be found dscnbed m tbe author s Art cf the PiCfw* 
ftfflc/*er(p 897) 

19 The upper partials of ao> other gi\en sound 
will alwa5*a be found to follow the some harTronxc 
suc^sion that shown in Fig isa No sound 
intermediate m pitch between any of these intervals 
will e\er be detected Thus, if D be chosen as a 
“root," the following ‘‘iqiperpaitials’ will be beard- 


20 Still higher partials can b*- c&entd Ir 25- 
al>-zmg the tones of z,vd ^chfsirsl 

Instruments, (see 7 szdSa^SZ^ tssj. 
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